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ABSTRACT 
 
This thesis analyses the influence of literate culture on the corpus of Montenegrin oral epic 
VRQJVSXEOLVKHGLQ9XN.DUDGåLü¶VHGLWLRQRINarodne srpske pjesme from 1823 to 1833. The 
Introduction places the research in the scholarly context of the Parry-Lord theory of oral 
composition, later analyses of transitional texts that contain both oral traditional and literary 
characteristics, and recent interest in the entire process of transcription, edition and 
publication of songs belonging to the oral tradition. This is followed by an outline of facts 
relevant to the social and political history of Montenegro, its epic tradition and earliest textual 
representation. The first chapter discusses in detail the concepts of oral traditional, transitional 
and nontraditional texts and offers a synthetic theoretical framework for the analysis of 
transitional South Slavonic oral songs, based on their phraseology, style, outlook and 
contextual evidences about their documentation and singers. In the second chapter, this is 
followed by a textual analysis of five genuine oral traditional Montenegrin songs from 
.DUDGåLü¶V FROOHFWLRQDQGDGLVFXVVLRQRI WKHLU VW\OH WKHPHV DQGRYHUDOO SHUVSHFWLYH ,Q WKH
third chapter, two songs about contemporary Montenegrin battles from the collection are 
analysed and identified as proper transitional texts; they contain a number of literary elements 
and were influenced by the Montenegrin ruler Bishop Petar I, but also retain to some extent 
the characteristics of traditional oral songs. The final chapter identifies nontraditional 
elements in the four songs that .DUDGåLüZURWHGRZQIURPDOLWHUDWH0RQWHQHJULQVLQJHUĈXUR
0LOXWLQRYLü&UQRJRUDF ,W LVDUJXHGWKDW WKHVHVRQJVFRPELQHDWUDGLWLRQDOVW\OHDQGRXWORRN
with elements distinct from local oral tradition, which the singer had adopted during his 
education and under the influence of Bishop Petar. The main conclusion of the thesis is that 
the earliest publication of Montenegrin oral tradition already contained a number of features 
of literary origin; two out of eleven songs are proper transitional texts, and four others display 
the influence of literate culture. These texts and features did not originate in the local oral 
tradition; rather, they were introduced by a literate singer close to the political leadership and 
then incorporated in the collection of oral traditional songs during the process of its literary 
documentation and representation. By revealing the complex socio-political framework giving 
rise to the early-nineteenth century collections of South Slavonic oral songs, this thesis makes 
a contribution to current research in the textualisation of the oral tradition, and provides a 
consistent model for the analysis of transitional texts in oral studies. 
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  Introduction 
 
 
 
 
 
This study analyses Serbian oral epic songs published in the first half of the nineteenth 
century. By oral epic song, I understand the product of a special poetic technique of oral 
composition in performance, as described by the American scholars Milman Parry and Albert 
Lord: 
Oral epic song is narrative poetry composed in a manner evolved over many generations by 
singers of tales who did not know how to write; it consists of the building of metrical lines and 
half lines by means of formulas and formulaic expressions and of the building of songs by the 
use of themes.1  
Sources from the sixteenth, seventeenth and eighteenth century, such as notes by foreign 
travellers, occasional instances of folk songs published in the works of writers from Dubrovnik 
and the Adriatic Coast, and several seventeenth and eighteenth-century manuscript collections 
of this poetry, confirm that over the centuries a strong oral tradition existed among the South 
Slavs. Nonetheless, before the nineteenth century, published sources offered only casual and 
fragmented instances of this oral tradition. 
                                                 
1
 Albert B. Lord, The Singer of Tales 2nd edn (Cambridge, Mass / London: Harvard University Press, 2000), p. 4. 
 5  
The earliest published collections of South Slavonic oral songs appeared in the early 
nineteenth century, when 9XN 6WHIDQRYLü .DUDGåLü -1864) set out to write them down 
systematically and published his first collections of Serbian folk songs. Born in the Serbian 
FRXQWU\VLGH .DUDGåLü FDPH WR 9LHQQD LQ  DIWHU WKH FROODSVH RI WKH XSULVLQJ DJDLQVW WKH
Turks, and played a major role in the modernization of Serbian literature and culture. He 
reformed the language and orthography by promoting the vernacular instead of the Slavonic-
Serbian language used at the time, collected the folklore of Serbian peasants and herders and is 
considered to be at once the first Serbian folklorist, ethnographer and literary critic. 2 
7KURXJKRXW KLV OLIH .DUDGåLü PHWLFXORXVO\ FROOHFWHG 6HUELDQ RUDO HSLF DQG O\ULF VRQJV DQG
published three editions with ten volumes altogether between 1814 and 1862. In addition, 
through his acquaintance with leading scholars of the time, such as Jacob Grimm, Johann 
:ROIJDQJ YRQ *RHWKH RU /HRSROG 5DQNH DQG KLV PDQ\ SXEOLFDWLRQV .DUDGåLü SXEOLFL]HG
Serbian folk poetry and Serbian culture in Europe. Two of his younger friends and associates, 
WKH SURPLQHQW 6HUELDQ SRHW 6LPD 0LOXWLQRYLü 6DUDMOLMD DQG 3HWDU 3HWURYLü 1MHJRã II, 
0RQWHQHJULQ UXOHU DQG ZULWHU VRRQ IROORZHG .DUDGåLü¶V IRXQGLQJ ZRUN DQG SXEOLVKHG WKHLU
editions of epic songs, mostly collected on the territory of present-day Montenegro. 0LOXWLQRYLü
printed his 3MHYDQLMD &UQRJRUVND L +HUFHJRYDþND iQ  DQG  DQG 1MHJRã HGLWHG
Ogledalo srbsko in 1846. During the second half of the nineteenth century, comprehensive 
FROOHFWLRQV RI RUDO WUDGLWLRQDO SRHWU\ RI RWKHU 6RXWK 6ODYRQLF QDWLRQV VXFK DV -XNLü-0DUWLü¶V
1DURGQHSMHVPHERVDQVNHLKHUFHJRYDþNe.RVWD+|UPDQQ¶VNarodne pjesme Muhamedovaca u 
Bosni i Hercegovini, and the first four volumes of Hrvatske narodne pjesme, were published.3 
                                                 
2
 Jovan Deretiü Istorija srpske knjLåHYQRVWL (Beograd: Prosveta, 2004), pp. 553-82. For a more comprehensive 
account of KaradåLü¶VUROHVHH: O Vuku KaradåLüXVWXGLMHLHVHML, Beograd: Prosveta, 1968. 
3
 1DURGQHSMHVPHERVDQVNHLKHUFHJRYDþNHHGE\,YDQ)UDQR-XNLüDQG*UJD0DUWLü2VLMHN>QD@ Kosta 
Hörmann, Narodne pjesme Muhamedovaca u Bosni i Hercegovini, 6DUDMHYR=HPDOMVNDãWDmparija, 2 vols, 1888-
1889; Hrvatske narodne pjesme, Zagreb: Matica Hrvatska, 4 vols, 1896-1899. For a fuller list of the nineteenth 
FHQWXU\FROOHFWLRQVVHHĈXURâXrmin, 3RYLMHVWNQMLåHYQRVWLKUYDWVNH i srpske =DJUHE7LVDN LQDNODGDNQMLåDUH
Lav. Hartmana [Kugli i Deutsch], 1898), pp. 23-24. 
 6  
6LPXOWDQHRXVO\ WKH SXEOLFDWLRQ RI .DUDGåLü¶V ILUVW FROOHFWLRQV PDUNHG WKH WUDQVIHU RI
epic songs from an oral traditional society into the emerging field of Serbian literature. For 
long, this process of documentation and textualization of oral tradition generally did not attract 
systematic scholarly attention $V -RKQ 0LOHV )ROH\ HPSKDVL]HV µXQWLO UHODWLYHO\ UHFHQWOy 
investigators have tended to overlook just how an oral epic reached textual form, preferring to 
GHDOZLWKLWDVDUHDG\PDGHREMHFWWKDWFRXOGEHDQDO\]HGZLWKDYDLODEOHWRROV¶4 
Recent scholarship, however, pointed out that the published collections are not a simple 
reflection of oral tradition and focused on its textual representation, that is, to the entire process 
of its transcription, edition and publication. Parry and Lord already prepared the basis for such 
analysis by indicating that oral poetry contains some distinctive features like formulaic 
language and composition in performance, and that therefore oral patterns of composition, 
distribution and performance essentially differ from those we find in written literature. The 
traditional singer composes during performance using traditional formulas and themes, which 
makes every oral performance unique and distinctive. To capture this fluid, dynamic and 
unstable oral song in a textual form thus means its radical transformation into a fixed text, 
which is something altogether alien to oral culture.5 Following their arguments, contemporary 
scholars like Foley and Lauri Honko describe the process of documentation and textualization 
RI RUDO WUDGLWLRQ DV DQ µLQWHUVHPLRWLF WUDQVODWLRQ¶, or evolution from performance to text, 6 
arguing that a more attentive approach to the textualization and representation of the oral 
tradition is needed. 
Recent interest in the documentation of the oral tradition, has led to a fuller 
understanding of the process of collection and textualization of the epic. In several publications, 
scholars have shown increasing interest in the role of collectors and editors in the literary 
                                                 
4
 -RKQ0LOHV)ROH\µ7KH7H[WXDOL]DWLRQRI6RXWK6ODYLF2UDO(SLFDQGLWV,PSOLFDWLRQVIRU2UDO-'HULYHG(SLF¶LQ
Textualization of Oral Epic, ed. by Lauri Honko (Berlin: Mouton de Gruyter, 2000), p. 71. 
5
 Lord, The Singer of Tales, pp. 4-5. 
6
 See: Lauri Honko, Textualization of Oral Epic, p. 49. Also: )ROH\ µ$QDORJXHV 0RGHUQ 2UDO (SLFV¶ LQ A 
Companion to Ancient Epic, ed. by John Miles Foley (Oxford: Blackwell Publishing, 2005), p. 208. 
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fixation and canonization of the oral tradition, and addressed issues that concerned the political 
and ideological aspects of their work. 7  Lauri Honko summarizes the expansion of this 
perspective to the process of the textualization of the epic as follows: 
7KH FRQFHSW RI RUDO WH[W KDV H[SHULHQFHG D UHYROXWLRQDU\ GHYHORSPHQW LQ UHFHQW \HDUV« 7KH
modest transcript has undergone acute source-criticism: its textual origin and linguistic accuracy, 
its methods of documentation, transcription, translation, editing and publication have been 
VXEMHFWHG WR VFUXWLQ\QRW IRUJHWWLQJ WKHVLQJHUV µYRLFH¶ DOZD\V LQGDQJHURI Vuppression), the 
FROOHFWRUVSXUSRVLYHUROHLQWKHPDNLQJRIWKHWH[WDQGWKHHGLWRU¶VLPSDFWRQLWVILQDOIRUP8 
,QDQRWKHUUHFHQWSXEOLFDWLRQ)ROH\FRQFOXGHVWKDWµWKHSURFHVVWKDWZHWRRHDVLO\UHGXFH
to a simple song-to-book trajectory actually begins ZLWK ILHOGZRUNHUV¶ SUHGLVSRVLWLRQV DQG
selections, continues with the idiosyncratic conditions of the performances they attend and 
HQJHQGHUDORQJZLWKWKHHGLWRULDOGHFLVLRQVWKH\PDNH¶9 Foley also takes into consideration the 
UROH WKDW .DUDGåLü DV FROOHFtor and editor played in the representation of the Serbian oral 
tradition. Centring the analysis on three basic questions ± what gets recorded, what gets 
SXEOLVKHG DQG ZKDW JHWV UHFHLYHG )ROH\ DUJXHV KRZ FRQGLWLRQV RI UHFRUGLQJ DQG FROOHFWRU¶V
predispositions influenced the representation of the oral tradition in the published collections.10 
This research focuses on the influence of literate culture on the earliest representation of 
oral epic from Montenegro. Collected at the time of rule of Bishop Petar PeWURYLü 1MHJRã I 
(1782-1830), Montenegrin songs were firVW LQFOXGHG LQ .DUDGåLü¶V WKLUG and fourth book of 
Narodne srpske pjesme published in 1823 and 1833 respectively. Together with other songs that 
KHFROOHFWHG.DUDGåLüSXEOLVKHGWKHPDVRUDOIRONHSLFsongs, composed by and collected from 
                                                 
7
 Epic Traditions in the Contemporary World: the Poetics of Community, ed. by Margaret Beissinger, Jane Tylus 
DQG 6XVDQQH :RIIRUG %HUNHOH\ 8QLYHUVLW\ RI &DOLIRUQLD 3UHVV  )ROH\ µ7KH 7H[WXDOL]DWLRQ RI 6RXWK
Slavic Oral Epic and its Implications for Oral-'HULYHG(SLF¶ LQTextualization of Oral Epic, pp. 71-88; Foley, 
Analogues: Modern Oral Epics, pp. 196-213; Oral Art Forms and Their Passage Into Writing, ed. by Else 
Mundal and Jonas Wellendorf, Copenhagen: Museum Tusculanum Press / University of Copenhagen, 2008. 
8
 Honko, Textualization of Oral Epic, p. 3. 
9
 Foley, Analogues: Modern Oral Epics, p. 209. 
10
 Foley, The Textualization of South Slavic Oral Epic, pp. 71-87; John Miles Foley, Analogues: Modern Oral 
Epics, p. 209. See also: John Miles Foley, µTextualization as Mediation¶, in Voice, Text, Hypertext: Emerging 
Practices in Textual Studies, ed. by Raimonda Modiano, Leroy Searle, and Peter Shillingsburg (Washington: 
University of Washington Press / Chesham: Combined Academic, 2003), pp. 101-20. 
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common people and traditional singers. In his later edition of Montenegrin songs in 1862, 
KRZHYHU .DUDGåLü H[SUHVVHG KLV EHOLHI WKDW WKH WZR VRQJV DERXW WKH  EDWWOHV DJDLQVW
Mehmet Pasha from Skadar were not originally traditional oral songs, but composed by the 
%LVKRSKLPVHOI µ-D]DFLMHORPLVOLPGDMHRYHREDGYLMHSMHVPHRERMX&UQRJRUDFDV0DKPXW
SDãRPQDþLQLR&UQRJRUVNLYODGLND3HWDU , VDGDãQML6YHWL3HWDUSD VXSRVOLMHXãOHXQDURG L
LGXüLRGXVWDGRXVWDNROLNRVHPRJORGRJRQMHQHSUHPDQDURGQLMHPSMHVPDPD¶11  During the 
second half of the twentieth century, a number of scholars argued that Bishop Petar composed 
and promoted epic songs about this event himself, but expressed different views about the oral 
traditional character of the two songs from KDUDGåLü¶V collection.12 Radosav Medenica, for 
H[DPSOHFODLPHGWKDWWKHVHVRQJVZHUHµSUDYHQDURGQHSHVPHSRWSXQRVDPRVWDOQHLDNREOLske 
varijante predmetDNRMLRSHYDMX9ODGLþLQHREUDGH... u njima se sreta svega nekoliko spontanih 
slikova, kakvi se u epici L LQDþH þHVWR VUHWDMX¶13 1LNROD %DQDãHYLü DQG /MXERPLU =XNRYLü
however, questioned their genuine oral traditional character. 14  %DQDãHYLü GHVFULEHG DOO
GRFXPHQWHG YHUVLRQV RI WKH VRQJ µ%RM &UQRJRUDFD V 0DKPXW-SDãRP¶ DV µSHVQLþNL SURL]YRGL
YODGLNH3HWUD¶ DQG LQGLFDWHG WKDW WKHRQHSXEOLVKHGE\ .DUDGåLü DSSHDUV DVPRUH WUDGLWLRQDO
µLSDN VH YLGL GD MH 9XNRYD NDNR MH RQ VDP RVHWLR SURãOD NUR] QDURG L ³dogonjena prema 
narodnijem pjesmama´.¶15 In addition, he also indicated that in the second song about the 1796 
EDWWOHVIURP.DUDGåLü¶VFROOHFWLRQµLPDSRMHGLQRVWLNRMHRGDMX³XþHQLMHJ´VDVWDYOMDþD¶VXFKDVD
                                                 
11
 9XN 6WHIDQRYLü .DUDGåLü Srpske narodne pjesme IV 6DEUDQD GHOD 9XND 6WHIDQRYLüD .DUDGåLüD 9,,
Prosveta: Beograd, 1986, p. 66. 
12
 6HH1LNROD%DQDãHYLüµ3HVPHRQDMVWDULMRMFUQRJRUVNRMLVWRULMLX³3MHYDQLML´6LPH0LOXWLQRYLüD¶LQZbornik 
radova ; %HRJUDG ,QVWLWXW ]D SURXþDYDQMH NQMLåHYQRVWL 1951), pp. 275-99; Trifun Ĉukiü Pjesme Petra I 
Petroviüa Njegoãa, Cetinje: Narodna knjiga, 1951; /MXERPLU =XNRYLü 9XNRYL SHYDþL L] &UQH *RUH, Beograd: 
Rad, 1988; Radosav Medenica, 1DãDQDURGQDHSLNa i njeni tvorci, Cetinje: Obod, 1975. 
13
 Radosav Medenica, 1DãDQDURGQDHSLND, p. 110. 
14
 /MXERPLU=XNRYLü µPogovor¶LQSrpske narodne pjesme IV, pp. 457-%DQDãHYLüPesme o najstarijoj, pp. 
275-299. 
15
 %DQDãHYLüPesme o najstarijoj, p. 282. 
 9  
statement of date and unusual expressions.16 =XNRYLüDFFHSWHGWKLVDWWULEXWLRQDQGGHVFULEHGWKH
WZRVRQJVDVµHSVNHSHVPHSRXJOHGXQDQDURGQH¶17 
The fact WKDW.DUDGåLüZURWHGRZQWKHVRQJµ%RM&UQRJRUDFDV0DKPXW-SDãRP¶Dnd five 
RWKHU 0RQWHQHJULQ VRQJV LQ WKH FROOHFWLRQ IURP WKH OLWHUDWH DQG HGXFDWHG VLQJHU ĈXUR
0LOXWLQRYLü &UQRJRUDF DWWUDFWHG IDU OHVV DWWHQWLRQ LQ SUHYLRXV VFKRODUVKLS =XNRYLü ZDV WKH
onl\RQHWRDQDO\VHKLVVRQJVLQGHWDLO$VKHDUJXHG0LOXWLQRYLü¶VUHSHUWRLUHPRVWO\FRPSULVHG
ORFDORUDO VRQJV WKDW WKHVLQJHUSHUIRUPHG LQD WUDGLWLRQDOPDQQHUZLWK WKHH[FHSWLRQRI µ%RM
Crnogoraca s Mahmut-SDãRP¶DQGFHUWDLQYHUVHVRIQRQWUDGLWLRQDORULgin from his song called 
µ3LSHULL7DKLU-SDãD¶7KHUHIRUHKHUDLVHGWKHFODLPWKDWWKHVLQJHUµQLMHELWQLMHPHQMDRQLVLåHQL
SHVQLþNLL]UD]¶18 and concluded that: 
8ĈXULQLPSHVPDPDMRãXYHNSUHRYODÿXMXRGOLNHL]YRUQRJQDþLQDSHYDQMDLPLãOMHQMDNROHNWLYD, 
DOLVHRVHüDLXWLFDMSURVYHWLWHOMVNRJUDGDPLWURSROLWD3HWUD,NRMLMHWRPSHVQLãWYXQDVWRMDRGDGk
nov duh i jednu savremeniju nacionalQXLRVORERGLODþNXRULMHQWDFLMX.19 
To sum up, previous scholars noticed certain characteristics unusual for traditional oral 
songs in these texts, but described them in rather ambiguous terms and did not offer a detailed 
DQGSUHFLVHDQDO\VLVRIWKHLUWUDGLWLRQDODQGOLWHUDU\IHDWXUHV.DUDGåLüKLPVHOIVHHPHGXQFHUWDLQ
how to describe the two songs about the 1796 battles. On the one hand, he acknowledged that 
they somehow differ from traditional oral songs and expressed his belief that they were 
originally composed by the Bishop. On the other hand, he also claimed that they were adapted 
by oral tradition to some extent and alike other oral songs in the collection. Medenica complied 
with other scholars that the Bishop composed the songs about this event, but claimed that the 
WZR VRQJV IURP .DUDGåLü¶V FROOHFWLRQ DUH JHQXLQH RUDO VRQJV DQG WKDW WKH LQIOXHQFH RI WKH
%LVKRS¶V VRQJV DQG OLWHUDU\ VW\OH RQ WKHP LV LQVLJQLILFDQW %DQDãHYLü DQG =XNRYLü LQ
                                                 
16
 Ibid., Pesme o najstarijoj, p. 283. 
17
 =XNRYLüPogovor, p. 465. 
18
 =XNRYLü9XNRYLSHYDþLL]&UQH*RUH, p. 121. 
19
 Ibid., p. 143. 
 10  
GLVWLQFWLRQ HPSKDVL]HG WKHLU OLWHUDU\ RULJLQ DQG WKH %LVKRS¶V LPSDFW RQ WKH VLQJHU ĈXUR
0LOXWLQRYLüEXWXVHGDPELJXRXV WHUPVVXFKDV µSHVQLþNLSURL]YRGLYODGLNH3HWUD¶DQG µHSVNH
pHVPH SR XJOHGX QD QDURGQH¶ ZLWKRXW SURYLGLQJ D SUHFLVH GLVWLQFWLRQ EHWZHHQ WKHLU RUDO DQG
literary characteristics or firm evidence of their literary origin. 
This research will explore in detail the influence of literacy, educated culture and Bishop 
Petar LQSDUWLFXODURQWKHFRUSXVRI0RQWHQHJULQVRQJVSXEOLVKHGLQ.DUDGåLü¶VNarodne srpske 
pjesme. As indicated, previous scholarship identified certain nontraditonal features in these 
songs, but a more detailed textual analysis supplemented with an elaborate discussion of their 
generic features on the overall level is still required. Questions that will be elaborated further in 
this study are: Can these songs of either literary origin or collected from a literate singer be 
considered as genuine oral songs? How exactly do they differ from traditional oral songs in the 
collection? Do they belong to a different category from traditional oral songs or do they deserve 
a distinctive generic label? Finally, how did they reach published collections and come to 
represent local oral tradition? 
To determine this, I shall adopt the concept of transitional texts, which show 
characteristics of both oral traditional singing and literary influence. It will be argued that the 
earliest publication of the Montenegrin oral tradition already contained a significant number of 
literary elements, and that two out of eleven songs are proper transitional texts and four others 
show nontraditional characteristics. These texts and features did not originate in the local oral 
tradition, but were introduced by literate singers close to the political leadership and invested in 
the collections during the process of its literary documentation and representation. 
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Thesis Outline 
 
The analysis undertaken in this study will show that the Montenegrin songs from 
Narodne srpske pjesme fall into three general categories. The earliest collected songs and the 
songs that were written down from tribal singers are proper traditional folk songs and could be 
considered as genuine or unambiguously oral songs. In distinction, the two songs about the 
battles against Mehmet Pasha display a strong literary influence and thus belong to the category 
RIWUDQVLWLRQDOWH[WV7KHVRQJVWKDW.DUDGåLüFROOHFWHGIURPĈXUR0LOXWLQRYLüZLOOSURYHWREH
particularly difficulW WR FODVVLI\ VLQFH WKH\ SHUWDLQ WR DOO WKUHH FDWHJRULHV :KLOH µ%RM
Crnogoraca s Mahmut-SDãRP¶ ZLOO EH GHVFULEHG DV D WUDQVLWLRQDO WH[W KLV VRQJ µ'LMRED
6HOLPRYLüD¶ZLOOSURYHWREHDQRUDOWUDGLWLRQDOVRQJZLWKRXWQRQWUDGLWLRQDOIHDWXUHVRUOLWHUDU\
influence. Finally, the four remaining songs written down from ĈXUR 0LOXWLQRYLü form a 
separate group. Collected from a professional guslar, they show few literary elements in regard 
to their style and phraseology, but also display characteristics untypical for the local oral 
tradition and adopt an outlook incompatible with the oral traditional perspective. 
In the first chapter, I will introduce the concepts of oral tradition and oral song as 
developed in the Parry-Lord theory of oral composition in performance. Supplemented by 
/RUG¶VDQG)ROH\¶V ODWHUDQDO\VHVRI WUDQVLWLRQDO DQGQRQWUDGLWLRQDO WH[WV WKLV IUDPHZRUNZLOO
enable us to distiQJXLVKWKHFKDUDFWHULVWLFVRI0RQWHQHJULQVRQJVLQ.DUDGåLü¶VNarodne srpske 
pjesme. 
In the second chapter, this will be followed by a textual analysis of five traditional oral 
songs and the establishment of their overall perspective. I will indicate that genuine oral 
traditional songs foster a local viewpoint and often promote tribal antagonism and 
particularism. This tribal perspective is then identified in the two earliest documented songs, 
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ĈXUR 0LOXWLQRYLü¶V µ'LMRED 6HOLPRYLüD¶ DQG WKH WZR VRQJV DERXW Whe contemporary battle of 
0RUDþDSXEOLVKHGE\.DUDGåLü 
The two songs attributed to Bishop Petar will be analysed in the third chapter. It will be 
demonstrated that, despite their similarities with traditional oral epic, both songs show 
nontraditional features such as a statement of date, unusual phraseology, frequent rhyming and 
thorough knowledge of the international relations atypical for traditional songs. In addition, I 
ZLOO VKRZ WKDW .DUDGåLü ZURWH GRZQ WKHVH VRQJV GLUHFWO\ IURP RUDO SHUIRUPDQFHV RI Vingers 
from Montenegro, and that his songs display more characteristics of oral traditional songs than 
WKHLUYHUVLRQVSXEOLVKHGE\6LPD0LOXWLQRYLüDQG1MHJRã1DPHO\IHDWXUHVVXFKDVDVHULHVRI
consecutive rhymed couplets, violation of metrical laws or verses indicating perceptions of an 
individual, literate poet with knowledge of grammar and the literary tradition, are found only in 
the versions from Pjevanija and Ogledalo srbsko. I shall therefore argue that the two songs 
were originally nontraditional, written literary texts, partially adapted in a traditional manner in 
the SHUIRUPDQFHV RI .DUDGåLü¶V VLQJHUV $V D GLVWLQFW PL[WXUH RI literary and traditional oral 
characteristics, WKHWZRVRQJVIURP.DUDGåLü¶VFROOHFWLRQwill be described as transitional texts. 
Finally, it will be indicated that contextual evidence complies with textual analysis, suggesting 
that these songs were originally composed by Bishop Petar or some of his associates, and that at 
WKHWLPHWKH\ZHUHQRWDGRSWHGE\WKHORFDORUDOWUDGLWLRQEXWFROOHFWHGE\.DUDGåLüIURPVLQJHUV
close to Cetinje and the Bishop. 
The final chapter follows the intersection of these traditional and nontraditional 
FKDUDFWHULVWLFVLQWKHIRXUVRQJVZULWWHQGRZQIURPĈXUR0LOXWLQRYLü, shall demonstrate that 
0LOXWLQRYLü¶V VRQJV RIIHU D GLVWLQFWLYH PL[WXUH RI GLIIHUHQW IHDWXUHV ZKile some of these 
elements were inherited by the singer from his local oral tradition, others were adopted by him 
GXULQJKLVHGXFDWLRQDQGXQGHU%LVKRS3HWDU¶VLQIOXHQFH7KLVLPSDFWRIOLWHUDF\DQGHGXFDWLRQ
is manifested through certain features distinct from the local oral tradition, such as the overall 
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perspective in these songs and the phraseology that the singer uses. It will be argued that most 
RIWKHVRQJVWKDW.DUDGåLüZURWHGRZQIURPĈXUR0LOXWLQRYLüWKHUHIRUHSUHVHQWDGLVWLQFWIRUP
of oral texts with elements and views of literary origin. 
In the concluding part of the thesis, I will summarize previous arguments about 
transitional texts and nontraditional characteristics in the earliest textualization of the 
Montenegrin oral tradition and the impact of literacy, educated authors and singers close to the 
political leadership in the process of the literary documentation and representation of local oral 
tradition. It will be argued that this study provides a more precise differentiation between 
traditional and transitional South Slavonic texts and contributes to the discussion of transitional 
texts in oral studies by offering a consistent model for their analysis, based on textual analysis 
supplemented with the genetic criterion. It will be suggested further that this research also 
contributes to the current research in the textualisation of oral tradition by examining this 
complex socio-political framework giving rise to the early-nineteenth century collections of 
South Slavonic oral songs. It calls for a proper consideration of the personal contribution of 
particular singers, collectors and editors, their mutual relations and their dependence on the 
contemporary political constellation and leadership. This study thus shows the need for the 
cultural and historical contextualization of the process of documentation and representation of 
the oral tradition, and enables a fuller understanding of the South Slavonic oral tradition in 
general. 
 
Herder, the Brothers Grimm and the Concepts of Folk and Folk Song  
 
The establishment of folklore studies in Europe in the late eighteenth and early 
nineteenth centuries prepared the ground for the emergence and acceptance of Serbian epic 
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poetry in the literary sphere.20 In the first, formative period of European folklore studies, several 
VHPLQDOFROOHFWLRQVRIRUDOIRONSRHWU\VXFKDV-DPHV0DFSKHUVRQ¶VFragments of an Ancient 
Poetry  DQG -RKDQQ *RWWIULHG +HUGHU¶V Volkslieder (1778-79), were published. Of 
particular importance for South Slavonic oral poetry was the LQIOXHQFH RI $OEHUWR )RUWLV¶V 
Viaggio in Dalmazia, published in Venice in 1774. The book contained the South Slavonic oral 
VRQJµ+DVDQDJLQLFD¶ and was soon translated into English and German. Goethe made his own 
YHUVLRQRIWKHSRHPµ.ODJJHVDQJYRQGHUHGOHQ)UDXHQGHV$VDQ$JD¶DQG+HUGHULQFOXGHGLW
in the first volume of his Volkslieder  1HZ SXEOLFDWLRQV VXFK DV +HUGHU¶V HQODUJHG
edition from 1808 and the works of the brothers Grimm (Kinder- und Hausmärchen (1812-14), 
Deutsche Sagen (1816-18), Deutsche Mythologie (1835), soon followed. While the earliest 
publications WXUQHGVFKRODUO\DWWHQWLRQWRZDUGVµIRONVRQJV¶DWHUPFRLQHGE\+HUGHURUWKHVR-
FDOOHGµQDWXUDOSRHWU\¶DSKUDVHZLGHO\XVHGDWWKHWLPHE\WKHEURWKHUV*ULPP6ZHGLVKSRHW-
historian Erik Gustav Geijer and French scholar Claude Fauriel to name but three21), the next 
generation of predominantly German scholars advanced the idea that popular poetry was 
FKDUDFWHUL]HGE\GLVWLQFWLYHORFDOµQDWLRQDO¶TXDOLWLHVDQGIHDWXUHV22 
Despite the apparent diversity of Romantic approaches to the concepts of folk and folk 
song, some general parallels between the views of Johann Herder and Jacob Grimm as the two 
most influential scholars of the time can be drawn. Herder elaborated his view of the folksong 
in the essay entitled Über die Wirkung der Dichtkunst auf die Sitten der Völker from 1778. 
$FFRUGLQJ WR KLP IRON FXOWXUH RIIHUHG D ZD\ WR HVFDSH (QOLJKWHQPHQW¶V RYHUHPSKDVLV RQ
reason, planning and universalism in cultural expression and could purify and refresh culture 
from the artificiality of contemporary art. Herder formulated this view as an imperative claim: 
                                                 
20
 See: Peter Burke, Popular Culture in Early Modern Europe, esp. Chapter I, µThe Discovery of the People¶ 
(London: Temple Smith, 1978), pp. 3-22. 
21
 Ibid., p. 5. 
22
 Vilmos Voigt, µ3ULPXV,QWHU3DUHV:K\:DV9XN.DUDGåLü WKH0RVW,QIOXHQWLDO)RONORUH6FKRODU LQ6RXWK-
Eastern Europe in the Nineteenth Century¶, in The Uses of Tradition: A Comparative Enquiry into the Nature, 
Uses and Functions of Oral Poetry in the Balkans, the Baltic, and Africa, ed. by Michael Branch and Celia 
Hawkesworth (London: School of Slavonic and East European Studies / Helsinki: Finish Literature Society, 
1994), pp. 179-93. 
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µ8QOHVVRXUOLWHUDWXUHLVIRXQGHGRQRXUVolk, we [writers] shall write eternally for closet sages 
and disgusting critics out of whose mouths and stomachs we shall get back what we have 
JLYHQ¶ 23  Herder suggested further that true poetry stems from a particular way of life 
characteristic of rural and primitive people, and in his later work juxtaposed the Volk, associated 
with the rural, simple people, to the urban and educated. He thus FRQWUDVWHG WKH µ.XOWXU GHV
9RONHV¶ µFXOWXUH RI WKH SHRSOH¶ ZLWK WKH µ.XOWXU GHU *HOHKUWHQ¶ µOHDUQHG FXOWXUH¶ DQG 
specified that tKHIRONµDUHQRWWKHPRELQWKHVWUHHWVZKRQHYHUVLQJRUFRPSRVHEXWVKULHk or 
mutilate¶. 24  Consequently, Herder associated folksongs with the distinctively national 
characteristics of the people they spring from, and maintained that popular poetry was the most 
SUHFLVHDQGORIW\H[SUHVVLRQRIDSHRSOH¶VµFKDUDFWHU¶,QKHHxplicated and elaborated this 
idea of folklore as the soul of a nation in his essay Von der Ähnlichkeit der mittleren englischen 
und deutschen Dichtkunst: 
)RONVRQJV IDEOHV DQG OHJHQGV >@ DUH LQ FHUWDLQ UHVSHFWV WKH UHVXOW RI D QDWLRQ¶V EHOLHIV
feelings, perceptions, and strengths. [...] All uncivilized people sing and work; their songs are 
the archives of the folk, the treasury of its science and religion, of its theogony and cosmogony, 
of the deeds of the forefathers and the events of its own history, an echo of its heart, the mirror 
RILWVGRPHVWLFOLIHLQMR\DQGLQVRUURZIURPWKHFUDGOHWRWKHJUDYH«DVPDOOFROOHFWLRQRIVXFK
songs, taken from the lips of each people in their own language, is -  when inclusive, well stated, 
and accompanied with music ± exactly what would give us better idea of the nations mentioned 
in the idle chatter of travellers.25 
The glorification of the folk, its identification with the rural and uneducated and the 
identification of folk songs with the soul of the nation are even more evident in the works of the 
Brothers Grimm. Following Herder, they made a fundamental distinction between Naturpoesie 
as natural, spontaneous poetry made by simple, uneducated people, and Kunstpoesie as 
                                                 
23
 Quoted in Benjamin Filene, Romancing the Folk (Chapel Hill: University of North Carolina Press, 2000), p. 9. 
24
 See: Burke, Popular Culture, p. 22. 
25
 Quoted in Giuseppe Cocchiara, The History of Folklore in Europe (Philadelphia: Institute for the Study of 
Human Issues, 1981), p. 176. 
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DUWLILFLDO LQGLYLGXDO µFRQWHPSODWHG¶ SRHtry produced by the educated. According to Jacob 
Grimm, poetry is all the more poetic when it is spontaneous and natural, and these are the 
essential characteristics of folk poetry.26 Following this distinction, the Grimms insisted that 
folk poetry is anonymous, impersonal, and collective.27 In an essay on the Nibelungenlied, for 
example, JacRE*ULPPSRLQWHGRXWWKDWWKHDXWKRURIWKHSRHPLVXQNQRZQµDVLVXVXDOZLWKDOO
QDWLRQDOSRHPVDQGPXVWEHWKHFDVHEHFDXVHWKH\EHORQJWRWKHZKROHSHRSOH¶28 Accordingly, 
-DFRE *ULPP GHVFULEHG SRSXODU SRHWU\ DV µSRHWU\ RI QDWXUH¶ Naturpoesie) and, although not 
denying the poetic quality of the new poetry, emphasized the essential difference between the 
IRUPHU DV VSRQWDQHRXV DQG WKH ODWWHU DV µHLQH =XEHUHLWXQJ¶ Le. something that is prepared, 
manufactured, assembled. 29 
In the writings of the Brothers Grimm both the concepts of the folk and folk song 
became more restricted and exclusive. Jacob Grimm, for example, recommended to his 
correspondents and associates to collect songs in remote regions uncorrupted by urban 
FLYLOL]DWLRQ DQG HGXFDWLRQ DQG FODLPHG µ2Q WKH KLJK PRXQWDLQV DQG LQ WKH VPDOO YLOODJHV
where there are neither paths or roads, and where the false Enlightenment has had no access and 
was unable to do its work, there still lies hidden in darkness a treasure: the customs of our 
forefathers, their sagas and their faith.¶30  According to him, the creativity and imagination 
characteristic of folk poetry spring and originate from these deepest and most conservative parts 
of the peasantry.31 For the Grimms, therefore, the notion of folk as a creator was collective and 
limited to a particular background and particular class, which is the rural population living in 
remote areas detached from the influence of literature and civilization. 
                                                 
26
 See: Miljan 0RMDãHYLü-DNRE*ULPLVUSVNDQDURGQDNQMLåHYQRVW (Beograd: SANU, 1983), p. 137. 
27
 Cocchiara, The History of Folklore in Europe, p. 220. 
28
 See: Burke, Popular Culture, p. 4. 
29
 Ibid., p. 4. 
30
 Christa Kamenetsky, The Brothers Grimm 	 Ɍheir Critics: Folktales and the Quest for Meaning (Athens: 
Ohio University Press, 1992), p. 66. 
31
 0RMDãHYLüJakob Grim, p. 415. 
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The theoretical ideas and collections of Herder and the Brothers Grimm strongly 
influenced similar poetic efforts of other European nations and, especially in Eastern and 
Northern Europe, inspired a series of national collections of folk songs. To mention only some 
of the most famous, a collection of Russian byliny or ballads was published in 1804, the Arnim-
Brentano collection of German songs between 1806 to 1808; in 1814, the first collections of 
Swedish and Serbian ballads were publLVKHG DQG (OLDV /|QQURW¶V ILUVW HGLWLRQ RI WKH )LQLVK
national epic Kalevala appeared in 1835.32 
 
From Folk Songs to National Songs 
  
6HYHUDOUHDVRQVSDUWLFXODUO\FRQWULEXWHGWRVXFKDVWURQJUROHDQGLPSDFWRI+HUGHU¶VDQG
*ULPPV¶VLGHDVDQGSXEOLFDWLRQVon the cultures and nations from Eastern and Northern Europe. 
Firstly, As Cocchiara argues, Eastern and Northern Europeans had a relatively modest literary 
tradition in comparison to the French, English or Italians for example. Without strong roots in 
written literature, these nations thus turned to RUDO OLWHUDWXUHDV µD ULFK LQWHOOHFWXDOPRUDODQG
VRFLDO IRUWXQH ERWK WKH GRFXPHQW RI WKHLU WUDGLWLRQV DQG WKH PRQXPHQW RI WKHLU ODQJXDJH¶33  
Secondly, this was certainly related to their particular political constellation. In the first decades 
of the nineteenth century, most Slavonic and Eastern European nations still lived under the 
domination of great Empires. Their emerging national movements were closely linked with the 
aspirations for cultural and political emancipation, or even full independence and the 
establishment of their own national state. Finally, it is perhaps instructive in this respect to 
remind that terms such as national and popular also had different connotations in various 
European languages. Gramsci, for example, notes that while in France the term national had a 
meaning in which the term popular ZDVµSROLWLFDOO\SUHSDUHGIRUEHFDXVH LWZDV OLQNHG WR WKH
                                                 
32
 See: Burke, Popular Culture, p. 18. Also: Ruth Michaelis-Jena, µ2UDO7UDGLWLRQDQGWKH%URWKHUV*ULPP¶LQ
Folklore, 82.4 (1971), pp. 271-74. 
33
 Cocchiara, The History of Folklore in Europe, p. 258. 
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FRQFHSW RI VRYHUHLJQW\¶ LQ ,WDO\ LW KDG D YHU\ QDUURZ LGHRORJLFDO PHDQLQJ ZKLFK QHYHU 
coincided with that of popular; and that, on the other hand, the relationship between these two 
terms was completely different in Russian and other Slavonic languages in general, in which 
national and popular were synonyms.34 In other words, Slavonic folklore and folk songs were 
additionally associated with the notion of the nation by the terminology itself. 
In such circumstances, folk epic was more than likely to attain a privileged position in 
society. Namely, epic songs typically focus on national heroes, battles against invaders and the 
glorious deeds of the ancestors, and thus often serve as a confirmation of a glorious national 
past and as a source of identity representations; as Foley reminds us, µIRUQDWLRQDOLGHQWLW\HSLF
LV D IRXQGDWLRQDO JHQUH¶35 According to Beissinger, Tylus and Woofford, this peculiar and 
FRPSOH[ FRQQHFWLRQ RI HSLF WR QDWLRQDO DQG ORFDO FXOWXUHV RU DV WKH\ FDOO LW µSROLWLFDO
H[SORVLYHQHVV¶RUµSROLWLFDOSRWHQF\¶RIHSLFLVPRVWHYLGHQWµLQWKHLQWHQVHUHLPDJLQLQJRIHSLF
undertaken by most emerging European nations as a means of coming to self-knowledge as a 
QDWLRQ¶36  Michael Branch and Vilmos Voight also view this exceptional early nineteenth-
century interest in epic poetry in Eastern Europe as a part of the process of national formation 
and self-DIILUPDWLRQ$VWKH\HPSKDVL]HRUDOSRHWU\RIWHQVHUYHGDVµDFRQYHQLHQWVXEVWLWXWHIRU
ZULWWHQKLVWRU\¶ IRU(DVWHUQ(XURSHDQQDWLRQVDQG WKHRQO\SURSHU IRUPIRU WKLVVXEMHFW WREH
expressed was through the national epic. Voight dHVFULEHVWKLVDVµWKHFRQVWDQWXUJHWRHVWDEOLVK
or re-establish an heroic past from and in form of heroic songs as part of the cultural tradition 
DQGLGHQWLW\¶37 Branch conveniently labels this practice µWKHLQYHQWLRQRIQDWLRQDOHSLF¶DQGµWKH
patriotic LPSHUDWLYH WR SURGXFH DQ HSLF¶ DQG IROORZV WKH ELUWK RI VHYHUDO P\VWLILFDWLRQV
SXEOLVKHGDVµDQFLHQW¶HSLFSRHPVµGLVFRYHUHG¶LQWKHILUVWKDOIRIWKHQLQHWHHQWKFHQWXU\38 
                                                 
34
 Ibid., p. 257. 
35
 )ROH\ µ(SLF DV *HQUH¶ LQ The Cambridge Companion to Homer, ed. by Robert Fowler (Cambridge: 
Cambridge University Press, 2004), p. 185. 
36
 Beissinger etr all, Epic Traditions in the Contemporary World, p.3. 
37
 Voigt, Primus Inter Pares, p. 183. 
38
 See: Michael Branch, µThe Invention of a National Epic¶, in The Uses of Tradition, pp. 195-211. 
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The aforementioned scholars also consider the Serbian epic songs published by KaradåLü
as especially relevant and illustrative examples of the importance and exceptional role of epic 
poetry in these processes.39  .DUDGåLü¶V HDUO\ FROOHFWLRQV DSSHDUHG DW WKH SHDN RI VFKRODUO\
interest in folk poetry and almost instantly gained international repute and unanimous 
UHFRJQLWLRQ E\ OHDGLQJ VFKRODUV RI WKH WLPH DV JUHDW DFKLHYHPHQWV RI µQDWXUDO SRHWU\¶ 7KH
collections offered a number of folk songs uncorrupted by literacy and scholarly influence, 
µNRMHMHVHUGFHXSURVWRWLLXQHYLQRVWLEH]KRGXåQR SRSULURGLVSMHYDYDOR¶DV.DUDGåLüZURWHLQ
his first short collection from 1814. 40 ,Q KLV OHQJWK\ UHYLHZ RI .DUDGåLü¶V HGLWLRQ RI Srpske 
narodne pjesme in 1823, Jacob Grimm similarly emphasized that these songs were collected 
GLUHFWO\µDXVGHPZDUPHQ0XQGHGHV9RONHV¶DQGZURWHWKDWWKHVHDUHWKHPRVWLPSRUWDQWDQG
valuable epic songs for the understanding of heroic poetry since the Homeric epic.41 Slovene 
scholar Bartholomeus (Jernej) Kopitar claimed that no European nation could match the Serbs 
in the quality of their folk poetry; Goethe praised Serbian lyric poetry, and Jacob Grimm 
compared it to The Song of Songs. Therese Albertine Luise von Jacob, a member of the same 
Leipzig literary circle and one of the first translators of Serbian songs, later described the 
SXEOLFDWLRQRIFROOHFWLRQVRI6HUELDQIRONVRQJVDVµRQHRIWKHPRVWVLJQLILFDQWOLWHUDU\HYHQWVRI
PRGHUQWLPHV¶42 
)LQDOO\.DUDGåLü¶VZRUNVDOVRLQVSLUHGRWKHUFROOHFWRUVDQGLQIOXHQFHGWKHLUZRUNVXFK
as Lönnrot Kalevala RU 9iFODY +DQND¶V Iabrication of the allegedly Czech national poems. 
Hanka, who already in 1814 had translated several lines about the characteristics of epic poetry 
IURP .DUDGåLü¶V ILUVW Introduction, published in 1817 3URVWRQiURGQt VUEVNi PX]D GR ýHFK
SĜHYHGHQi, his translDWLRQVRIVHYHUDOHSLFIUDJPHQWVIURP.DUDGåLü¶VPjesnarica. Inspired 
                                                 
39
 See: Branch, The Invention of a National Epic; Voigt, Primus Inter Pares; Foley, Epic as Genre, pp. 171-86; 
Margaret Beissinger, µEpic, Genre, and Nationalism: The Development of Nineteenth-Century Balkan 
Literature¶, in Epic Traditions in the Contemporary World, pp. 69-86. 
40
 9XN 6WHIDQRYLü .DUDGåLü Pjesnarica 1814, 1815, Sabrana dela Vuka 6WHIDQRYLüD .DUDGåLüD , (Beograd: 
Prosveta, 1965),  p. 42. 
41
 6HHWKHUHSULQWRI*ULPP¶VUHYLHZLQ9XN6WHIDQRYLü.DUDGåLüSrpske narodne pjesme I, Sabrana dela Vuka 
6WHIDQRYLüD.DUDGåLüD,9%HRJUDG3URVYHWDS 
42
 See: Nada MiloãHYLü-ĈRUÿHYLüµThe Oral Tradition¶Ln The History of Serbian Culture, p. 148. 
 20  
by Serbian folk epics, later that year Hanka published his famous Rukopis královédvorský, 
adding another epic mystification called /LEXãLQ VRXG some years later.43 Another example is 
the Finnish Kalevala, compiled from original folk fragments and separate songs by Elias 
/|QQURW LQDQG$FFRUGLQJWR)HOL[-2LQDV/|QQURW¶V LQWHUSRODWLRQVZHUHFDUULHG
out so thoroughly that it is practically impossible to distinguish the true folk songs from his 
interventions.44 As Branch argues, Serbian songs translated into Swedish by Runeberg in 1828 
ZHUHµDPRQJWKHPRVWLPSRUWDQWPRGHOVUHDFKLQJ)LQODQG¶DQGµSDUWLFXODUO\WKHDUUDQJHPHQWRI
.DUDGåLü¶VSRHPV¶LQIOXQFHG5XQHEHUJVDQG/|QQURWVZRUNIRUVHYHUDOGHFDGHV45 
As indicated, the process of systematic collecting epic songs among the Serbs, as with 
other Balkan and European nations, emerged at the time of national revival, and the scholars 
W\SLFDOO\ HPSKDVL]H WKDW LW LV FORVHO\ UHODWHG WR µWKH ULVH RI QDWLRQDOLVP DVSLUDWLRQV IRU
OLEHUDWLRQ DQG WKH IRUPDWLRQ RI QDWLRQDO RU UHYLYDO OLWHUDWXUHV¶46 In Serbia proper, the most 
important events in the political sphere were the uprisings against the Turks (from 1804 to 
1815) and the subsequent formation of an independent state. The parallel process of liberation 
from the Turks and the gradual unification of various clans and tribes undHUWKHUXOLQJ3HWURYLü
family lasted in Montenegro from the second half of the eighteenth century until the official 
recognition of the state in 1878. Finally, among the Serbs from the Habsburg Empire, this 
process of national emancipation manifested itself more in the cultural than in the political 
VSKHUH:LWKWKHSXEOLFDWLRQRIWKHILUVWFROOHFWLRQVRIIRONVRQJVLQDQG.DUDGåLü
and his followers simultaneously started a long battle for the acceptance of vernacular language 
and oral culture as the basis for the future Serbian culture and as a paradigm for the evolving 
Serbian literature. 
                                                 
43
 See: Vladan 1HGLüµO prvoj i drugoj Vukovoj Pjesnarici¶LQ.DUDGåLüPjesnarica 1814, 1815, p. 379. Also: 
0LODGDýHUQDµ9XNRYRGHORXþHãNRMNQMLåHYQRVWL¶LQVukov zbornik (Beograd: SANU, 1964), pp. 341-53. 
44
 See: Felix J. Oinas, +HURLF(SLFDQG6DJD$Q,QWURGXFWLRQWRWKH:RUOG¶V*UHDW)RON(SLFV (Bloomington: 
Indiana University Press, 1978), p. 290. 
45
 Branch, The Invention of a National Epic, p. 201. 
46
 Beissinger et all, Epic Traditions in the Contemporary World, p. 69. For other East European and 
Scandinavian examples, see: Branch, The Invention of a National Epic. 
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Under the twofold influence of Romantic ideas and national emancipation, early 
collectors promoted the view of Serbian epic poetry as the collective expression of national 
YDOXHVDQGJRDOV$OUHDG\ LQKLVHDUOLHVWSXEOLFDWLRQV.DUDGåLüHPSKDVL]HGWKHLPSRUWDQFHRI
folk songs in general and epic songs in particular. Thus, his Objavljenije o narodnim pjesnama 
Serbskim from June 1815 .DUDGåLü EHJLQV ZLWK D W\SLFDOly Romantic claim, discussed 
previously in the context of Herder and the Brothers Grimm, about folk songs as the 
SHUVRQLILFDWLRQRIDQDWLRQDOFKDUDFWHUDQGWKHKLJKHVWH[SUHVVLRQRIDQDWLRQDOVSLULW µ,]PHÿX
sviju narodnosti (Nationalität), koje narod buGL NRML L]PHÿX VHEH VRMXåDYDMX L RW GUXJRJD
UD]OLNXMXXSHUYRPUHGXX]LPDMXPHVWRQDURGQHSMHVQHMHUERRQHVRGHUåDYDMXXVHELQDURGQL
MH]LNNDUDNWHULRELþDMH¶47 
Serbian oral epic songs in particular attracted a special attention of the early collectors in 
the first half of the nineteenth century. Focusing on the heroic deeds of the ancestors and the 
battles against the invaders, epic songs are especially suitable as a source of identity 
representation and the confirmation of a distinctive cultural tradition. As indicated, they 
attracted particular attention of the early nineteenth century European Romantics as a source of 
national pride, self-affirmation and the confirmation of glorious national past. Accordingly, 
already in his first publication, a short collection from 1814 which contained folk and artistic 
O\ULF VRQJV DQG VHYHUDO HSLF VRQJV .DUDGåLü HPSKDVL]HG WKH KLVWRULFDO FRQWHQW RI WKH ODWWHU
µPHQL VH þLQL GD VX RYDNYH SHVPH VRGUåDOH L VDG X QDURGX SURVWRP VRGHUåDYDMX QHJGDãQMH
bitije Serbsko, LLPH¶.48 Similarly, upon his arrival at CetinjHLQ6LPD0LOXWLQRYLüZURWH 
ZLWK IDVFLQDWLRQ DERXW WKH ORFDO RUDO WUDGLWLRQ µ2YGMH MH RULJLQDO PXãNRVWL L VODYD VUSVND¶49 
)LQDOO\ LQ KLV FROOHFWLRQ IURP  1MHJRã DFFRUGLQJO\ HPSKDVL]HG µ=D FUQRJRUske pjesme 
PRåH VH UHüL GD VH X QMLPD VDGUåDYD LVWRULMD RYRJD QDURGD NRML QLNDNYH åHUWYH QLMH SRãWHGLR
                                                 
47
 .DUDGåLüPjesnarica 1814, 1815, p. 361. 
48
 Ibid., p. 44. 
49
 .DUDGåLü 9XN 6WHIDQRYLü Prepiska III (1826-1828), Sabrana dela VuND 6WHIDQRYLüD .DUDGåLüD ;;,,
(Beograd: Prosveta, 1989), p. 858. 
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VDPRGDVDþXYDVYRMXVORERGX¶50 ,QDFFRUGDQFHZLWKWKHVHYLHZV.DUDGåLüDQG1MHJRãRIIHUHG
chronologically ordered cycles of epic songs in their collections, and centred on crucial Serbian 
and Montenegrin historical events and characters, such as medieval heroes, major battles 
against the Turks, or the Serbian Uprising (1804-1813). The oral tradition documented by these 
collectors thus corresponded to their ideas about the Serbian folk epic as a narrative that 
contained the national past and preserved a living memory of the former national heroes and 
glory. This notion of the folk epic as the expression of popular and collective views of national 
history wDV FRGLILHG DQG FDQRQL]HG E\ .DUDGåLü¶V DQG 1MHJRã¶V IROORZHUV GXULQJ WKH VHFRQG
half of the nineteenth century.51 
 
The Basis of Montenegrin History and Society 
 
As indicated above, this study will examine the corpus of Montenegrin oral epic songs 
LQ.DUDGåLü¶VNarodne srpske pjesme. After a brief outline of the social and political history of 
the region, I will introduce some preliminary remarks about the local oral tradition, its 
documentation and representation in the collections from the first half of the nineteenth century. 
In the eighteenth and the early nineteenth centuries, the people of the highlands ± a territory that 
stretches across the present day continental part of Montenegro, South-West Serbia and 
Herzegovina ± still had fragmented social organization, and lived separated into various clans 
and tribes. Scholars emphasize that the breakdown of feudal ties during the collapse of the 
Serbian medieval state in the late fourteenth and the fifteenth centuries motivated the 
establishment of an initial alliance of extended families into common economic and political 
                                                 
50
 3HWDU,,3HWURYLü1MHJRãOgledalo srbsko (Beograd: Prosveta / Cetinje: Obod, 1977), p. 10. 
51
 6HH IRU LQVWDQFH -RYDQ6NHUOLü¶VFODVVLFDO VWXG\ 2PODGLQD LQMHQDNQMLåHYQRVW ,]XþDYDQMDR nacionalnom i 
NQMLåHYQRPURPDWL]PXNRG6UEDHVS&K;,,µ.XOWSURãORVWL¶DQG&K;,;µ8WLFDMQDURGQHSRH]LMH¶%HRJUDG
Srpska Kraljevska Akademija, 1906), pp. 191-201, 309-26. 
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associations.52 After their conquest of Montenegro during the fifteenth century, the Ottomans 
accepted and codified this social formation of blood-related clans of shepherds, united in tribes 
on a collectively owned and shared territory.53 
0HPEHUVRIWKH3HWURYLüIDPLO\IURPWKHFODQRI1MHJXãLDW&HWLQMHLQLWLDWHGDSURFHVV
of gradual unification of the clans and tribes. They transformed the original clan structure into a 
unified state form and successfully fought against both local Turks and armies sent by viziers 
DQG SDVKDV IURP 6NDGDU %RVQLD DQG +HU]HJRYLQD 7KH 3HWURYLü family held the hereditary 
position of bishop; his jurisdiction covered a large territory, which enabled them to gradually 
establish political leadership. In addition, their tribe occupied the region of Katuni, the largest 
district in Old Montenegro.54 This area was closest to the Adriatic Coast and thus economically 
more independent from the Turks and protected from their permanent influence by the shield of 
so-called BUÿDQLWULEHVLQWKHHDVWDQGWKH+HU]HJRYLQLDQWULEHVLQWKHQRUWKVHHSLFWXUHVDQG
2).55 
                                                 
52
 6HH %UDQLVODY ĈXUÿHY 3RVWDQDN L UD]YRM EUGVNLK FUQRJRUVNLK L KHUFHJRYDþNih plemena, CANU: Titograd, 
$OVR6LPDûLUNRYLüIstorija Crne Gore, knjiga II (Redakcija za istoriju Crne Gore: Titograd, 1970), pp. 
349-70. 
53
 %UDQLVODYĈXUÿHYTurska vlast u Crnoj Gori u XVI i XVII veku, Sarajevo: Svjetlost, 1953. 
54
 In this study, WKHWHUPµ0RQWHQHJULQVRQJV¶LVXVHGDVDFRPPRQGHQRPLQDWRUIRUDOOWKHVRQJVIURPWKHDUHD
7KH HWKQRQ\P µ0RQWHQHJULQV¶ KRZHYHU DFFRUGLQJ WR LWV VHPDQWLF UDQJH LQ WKH VRQJV DQG LWV XVXDO XVDJH
throughout this period, applies to the members of the tribes from Old Montenegro. 
55
 6HHĈRNR3HMRYLüCrna Gora u doba Petra I i Petra II, Beograd: Narodna knjiga, 1981. A convenient survey 
of Montenegrin history in English is offered in Elisabeth Roberts, Realm of the Black Mountain: A History of 
Montenegro. London: Hurst & Company, 2007, esp. pp. 103-80. 
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Picture 1 ± The tribes of Brda (blue), Herzegovina (red) and the Coast (green) 
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Picture 2 ± The tribes of Old Montenegro  
 
7KH UROH RI %LVKRS 3HWDU 3HWURYLü 1MHJRã I, who ruled from 1782 to 1830, has been 
recognized by historians as decisive in this process.56 Although he was formally not a political 
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 6HH *OLJRU 6WDQRMHYLü &UQD *RUD SUHG VWYDUDQMH GUåDYH %HRJUDG ,VWRULMVNL LQVWLWXW  $OVR 3HMRYLü
Crna Gora u doba Petra I i Petra II. 
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but a religious leader, his determination and efficacy in organizing resistance gradually earned 
him the position of the undisputed moral authority and the most influential political figure in 
Montenegro. He transformed Montenegro from an initial loose alliance of the four small 
GLVWULFWV µQDKLMH¶, situated around the Cetinje monastery as the religious centre in the late 
eighteenth century, to a large coalition of tribes, and made efforts to introduce elements of a 
centralized government. At the general assembly with the tribal leaders of 1798, Petar I laid the 
foundations for written law in Montenegro, and went on to enlarge it, to proclaim the first court 
LQDQGIRUPKLVRZQSHUVRQDOJXDUGµJYDUGLMD¶RIVROGLHUVµSHUMDQLND¶DVDSUHFXUVRU
to the police.57 Historians take the victories of the allied Montenegrin and tribal forces against 
the Turks as the decisive moments for unification.58 7KHWULEHVRI3LSHULDQG%MHORSDYOLüLXQLWHG
ZLWK0RQWHQHJURLQDIWHUWZREDWWOHVDJDLQVW0HKPHW3DVKDIURP6NDGDU7KH0RUDþDQL
DQG5RYFLMRLQHGWKHDOOLDQFHLQIROORZLQJWKHYLFWRU\LQWKHEDWWOHRI0RUDþD$W the same 
time, the influence of Cetinje on the largest tribes of 9DVRMHYLüL.XþLDQG'UREQMDFLFRQVWDQWO\
grew over the decades. 
Bishop Petar¶s successors were the famous writer and collector of folk poetry Bishop 
3HWDU3HWURYLü1MHJRãII (1830-1851), Bishop (and later Prince) Danilo (1852-1860) and Prince 
(later King) Nikola (1860-1918). They strengthened their influence on the other tribes and 
consolidated the state, which was formally recognized in 1878, and were especially effective in 
centralizing the government and concentrating power in their hands. They did not hesitate to 
use force, sometimes launching severe reprisals against disobedient individuals, clans and even 
whole tribes. 59  However, it would be an oversimplification to associate the process of 
unification only with the dates of the establishment of the Law, the Court and the formal 
unification of the tribes with Old Montenegro. To create and mDLQWDLQ WKHVWDWH WKH3HWURYLüs 
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 6HH 'XãDQ 9XNVDQ 3HWDU , 3HWURYLü 1MHJRã L QMHJRYR GRED, Cetinje: Narodna knjiga, 1951. Also: Branko 
3DYLüHYLü3HWDU,3HWURYLü1MHJRã, Podgorica: Pergamena, 1997. 
58
 -DJRã -RYDQRYLü Istorija Crne Gore 3RGJRULFD &,'  S  *OLJRU 6WDQRMHYLü Crna Gora pred 
VWYDUDQMHGUåDYH (Beograd: Istorijski institut, 1962), pp. 256-69. 
59
 6HH3HMRYLüCrna Gora u doba Petra I i Petra II$OVR-RYDQRYLüIstorija Crne Gore. 
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had to overcome not only the neighbouring Turks (predominantly consisting of the Islamized 
ORFDO SRSXODWLRQ ZKR FODLPHG VXSUHPDF\ RYHU WKH %UÿDQL WKH +HU]HJRYLQLDQ WULEHV DQG
occasionally over old Montenegro too, but also internal tribal antagonism and particularism. 
The prolonged absence of a central government had cemented tribal association as the most 
desirable mode for the protection of collective interests. Although a certain recognition of their 
common Serbian origin and history could hardly be denied, the tribes also nourished their 
distinctive local traditions and acted independently from or against other tribes. 60  Besides 
disputes over wealth and pastures as common causes of conflicts among the tribes, their 
ambiguous relations with the Turks contributed to this tribal antagonism. While local Turkish 
pashas and beys had little influence over the tribes around Cetinje, they claimed authority over 
the territory inhabited by the Herzegovinian tribes and demanded a regular tribute from its 
inhabitants as if they were feudal lords.61 Furthermore, the Montenegrins barely distinguished 
the local Christians from the Muslims during their attacks on the Herzegovinian territory under 
Turkish control. Meanwhile, the Christian tribes that recognized Turkish supremacy 
participated in campaigns led by the Turks against the Montenegrins and rebellious tribes. 
The persistence of local traditions, clan and tribal particularities and mutual conflicts 
posed a constant threat to the emerging centripetal forces, and often shattered the fragile peace. 
The unwritten law of blood revenge played a special role in tribal separatism. This archaic 
custom demanded that any killed member(s) of a clan or tribe be revenged by the killing of at 
least as many people of the enemy clan or tribe. This often led to a progression of killings on 
both sides, creating an atmosphere of general insecurity and generating brutal and long-lasting 
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 For a detailed list of the major internal conflicts, VHH3HMRYLüCrna Gora u doba Petra I i Petra II, pp. 23-34. 
61
 Officially, all the land in the Ottoman Empire belonged to the sultan, and neither estates nor titles were to be 
inherited. Practically, however, wealthy and distinguished Muslim families in the Balkans, especially in Bosnia 
and Herzegovina, often kept their privileges for generations and behaved as feudal lords. See: Radovan 
6DPDUGåLü µ2VQRYHXUHÿHQMD7XUVNH¶ LQ Istorija srpskog naroda  HGE\5DGRYDQ6DPDUGåLüHW DOO %HRJUDG
6USVNDNQMLåHYQD]DGUXJD,,,DSHWSDVVLP 
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tribal wars and hostilities.62 Despite the cRQVWDQW HIIRUWV E\ WKH 3HWURYLüs to eradicate blood 
revenge, to end old conflicts and antagonisms and to establish a lasting peace and unity, clan 
and tribal wars and occasional cooperation with the Turks continued throughout the first half of 
the nineteenth century. 
 
Tribalism vs Nationalism in the Montenegrin Oral Epic Tradition 
  
Approaching the question of the Montenegrin epic tradition in the first half of the 
nineteenth century, we can broadly distinguish two groups of songs according to their subject. 
The first group describes what we might call small-scale conflicts like personal duels, cattle 
raiding and revenge for the death of brother, relative or friend. Their usual subject is 
µþHWRYDQMH¶ WKH PRVW SRSXODU IRUP RI ZDUIDUH LQ WKH KLJKODQGV ,W FRQVLVWHG RI DFWLRQV
launched by small groups of warriors. They would attack Turks, tradesmen, or members of 
other tribes and clans, as well as rustle sheep and cattle. Even though the Turks are common 
enemies in these songs, tribal or territorial identification often surpasses religious and national 
solidarity. 
The second group describes large-scale conflicts from the eighteenth and nineteenth 
centuries between the Turkish armies led by viziers and pashas from Skadar, Bosnia and 
Herzegovina against coalitions of Montenegrin tribes. These battles involved large numbers 
of men in regular military formations and had greater and more enduring consequences for the 
political status of the region. Unlike the predominantly short chronicle songs about local 
incidents, these songs sometimes contain more elaborate views about the contemporary 
historical and political context or international relations and power-structure in the region. 
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 About the blood revenge, see: Christopher Bohem, Blood Revenge: the Enactment and Management of 
Conflict in Montenegro and Other Tribal Societies, Philadelphia: University of Pennsylvania Press, 1987. 
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They foster tribal unity and cohesion under the 3HWURYLüs¶ leadership, suggesting that all 
Christian tribes should fight united against the Turks as their common enemies. 
The collections RI.DUDGåLü6LPD0LOXWLQRYLüDQG1MHJRãFRPSLOHGLQWKHILUVWKDOIRI
the nineteenth century can give us an approximate idea about the popularity of these songs 
about recent events in Montenegrin oral tradition. As the most comprehensive collection of 
Montenegrin oral songs from thH ILUVW KDOI RI WKH QLQHWHHQWK FHQWXU\ 6LPD 0LOXWLQRYLü¶V
second Pjevanija is the best source for such approximation. Out of some 170 songs that he 
collected throughout Montenegro in the late 1820s, some two fifths described relatively recent 
Montenegrin events, while others celebrated older heroes and subjects more widely popular in 
Serbian and South Slavonic oral tradition. Minor conflicts like þHWRYDQMH, cattle raiding, blood 
revenge and personal duels figure as a more prominent subject of Montenegrin songs in the 
works of three collectors. Approximately forty out of these seventy songs about recent events 
from Pjevanija, two thirds out of some forty 0RQWHQHJULQVRQJVSXEOLVKHGE\.DUDGåLü63 and 
just over a half of fifty Montenegrin songs published in NjHJRã¶VOgledalo Srbsko belong to 
this group, whereas others focus on the major eighteenth and early-nineteenth century 
conflicts with the Turks. 
This duality in the Montenegrin epic can also be observed in the scholarly approach to 
it. In accordance with their ideas about national emancipation, early collectors put an 
emphasis on the unified efforts of the Montenegrins in the struggle for national liberation. As 
PHQWLRQHG 1MHJRã GHVFULEHG WKH 0RQWHQHJULQ VRQJV LQ KLV FROOHFWLRQ DV WKH WHVWLPRQ\ RI
national struggle,64 DQG.DUDGåLüFODVVLILHGWKHPLQKLVHGLWLRQVDVWKHVRQJVµRYRMHYDQMX]D
VORERGX¶DQGµRFUQRJRUVNLPERMHYLPDV7XUFLPD¶,QRWKHUZRUGVERWKODEHOVHPSKDVL]HGWKH
elements of the struggle for national liberation from the Turks in the Montenegrin songs. Such 
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 I am taking into calculation here both Montenegrin songs published in KaradåLü¶VNarodne srpske pjesme and 
in his 1862 fourth book of Srpske narodne pjesme, since it was also mostly compiled before 1850. I am not 
FRQVLGHULQJKRZHYHUHLJKWHHQVRQJVIURP.DUDGåLü¶V ILIWKERRNRI Narodne srpske pjesme (1865), since they 
descibe the events in Montenegro DIWHUDQGZHUHSXEOLVKHGDIWHU.DUDGåLü¶VGHDWK 
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 6HH1MHJRãOgledalo srbsko, p. 10. 
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classification is commonly adopted by the later scholars, who usually describe them as 
µSHVPHRFUQRJRUVNLPERMHYLPDV7XUFLPD¶µSMHVPHRYRMHYDQMX&UQRJRUDFD]DVORERGX¶RU
µFLNOXVRVORERÿHQMD&UQH*RUH¶65 
&HUWDLQ .DUDGåLü¶V UHPDUNV KRwever, question the coherence of such a 
conceptualization. For example, in his book Montenegro und die Montenegriner,66 originally 
published in German in DIWHUKLVILUVWVWD\LQ0RQWHQHJUR.DUDGåLüVD\VWKDWWKHPRVW
common and popular form of warfarHLQ0RQWHQHJURLVµþHWRYDQMH¶DQGGHVFULEHVLWDVDWWDFNV
launched by small groups of warriors that plunder across the adjoining territory under Turkish 
FRQWURO+RZHYHUDV.DUDGåLüH[SODLQV 
Ovaj se susjedski rat istina ne vodi radi kakva osvajanja s MHGQHLOLVGUXJHVWUDQHYHüJRWRYR
MHGLQRUDGLXELMDQMDLSOMDþNDQMD« LXYHOLNRMMHþDVWLNDRMXQDþNRGMHOR2ELþQRXþHWXLGX
GROMXGLLJOHGDMXGDNRJDRGQHSULMDWHOMDXELMXLOLGDãWRRWPXLXNUDGX67 
Summarizing the overall picture of the Montenegrin epic tradition in the same book, he 
LQGLFDWHG µ3RQDMYLãH VUSVNR-crnogorskijeh narodnijeh pjesama pjevaju o ovakvom 
þHWRYDQMX¶ 68  In other words, according to this view the majority of Montenegrin songs 
glorified isolated local conflicts that had no significant consequences for the political 
FRQVWHOODWLRQ LQ WKH UHJLRQ 0RUHRYHU LQ KLV ODWHU HGLWLRQ RI 0RQWHQHJULQ VRQJV .DUDGåLü
made several comments suggesting that the Turks were not the only target of Montenegrin 
þHWRYDQMH and that mutual hostility among Christian tribes was quite common.69 
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 See: Radovan =RJRYLüUsputno o nezaobilaznom (Titograd: Crnogorska akademija nauka i umjetnosti, 1983), 
p. 223. These labels are also adopted by: Radovan SamardåLü 7UHüD NQMLJD Srpskih narodnih pjesama Vuka 
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9LGR/DWNRYLüEpska narodna poezija Crne Gore 7LWRJUDG*UDILþNL]DYRG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3DYOH PoSRYLü
Pregled srpske NQMLåHYQRVWL, Sabrana GHOD3DYOD3RSRYLüD %HRJUDG=DYRG]DXGåEHQLNH LQDVWDYQD VUHGVWYD
1999), I, p. 66. 
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 9XN 6WHIDQRYLü .DUDGåLü Montenegro und die Montenegriner. Ein Beitrag zur Kettnis der europaïschen 
Türkei und des Serbischen Volkes. Stuttgart / Tübingen: J. G. Cott¶scha, 1837. All quotations from this book are 
taken from: 9XN 6WHIDQRYLü .DUDGåLü Crna Gora i Boka Kotorska, translated from German by Ljubomir 
6WRMDQRYLü%HRJUDG6USVND.QMLåHYQD=DGUXJD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 .DUDGåLüCrna Gora i Boka Kotorska, p. 59. 
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 Ibid., p. 60. 
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 6HHIRULQVWDQFH.DUDGåLü¶V comment in Srpske narodne pjesme IV, p. 30. 
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6HYHUDO ODWHU VFKRODUV H[SUHVV VLPLODU YLHZV 1LNROD %DQDãHYLü VXJJHVWV WKDW µGREDU
GHR SHVDPD FUQRJRUVNRJ FLNOXVD RSHYD EDã WH VLWQH þDUNH VXGDUH PDOLK þHWD V 7XUFLPD
XGDUDQMHQDNXOHWRURYHLVOLþQRãWDYLãHLPHÿXVREQHSOHPHQVNHERUEHVDPLK&UQRJRUDFD¶70 
In addition, /MXERPLU=XNRYLüDQG6YHWR]DU0DWLüDVVHUWWKDW 
SHYDþLL]&UQH*RUHXJODYQRPQLVXQHJRYDOLQHNDNYX]DMHGQLþNXFUQRJRUVNXHSVNXWUDGLFLMX
QLWL SDN VYHVW R ]DMHGQLþNRM SURãORVWL L VXGELQL Ta je tradicija bila, pre svega, plemenska. 
Hrabrost pojedinca ili plemena gotovo jednako se slavila bez obzira na to da li je ispoljena 
SURWLY7XUDNDLOLSURWLYVXVHGQRJSOHPHQDSDþDNLEUDWVWYD71 
-RYDQ 'HUHWLü LQ KLV ,VWRULMD VUSVNH NQMLåHYQRVWL conveniently summarizes the distinctive 
characteristics of Montenegrin epic as follows: 
&UQRJRUVNH SHVPH QDMYLãH JRYRUH R PHVQLP SOHPHQVNLP LOL SRJUDQLþQLP VXNRELPD V
Turcima, o tXUVNLPSOMDþNDãNLPSRKRGLPDXFUQRJRUVNDEUGDUDGLQDSODWHKDUDþDRRWPLFDPDL
odEUDQL VWDGD R KDMGXNRYDQMX L þHWRYDQMX R PHÿXSOHPHQVNLP ]DÿHYLFDPD L VXNRELPD R
NUYQLP RVYHWDPD« /RNDOQH SR GRJDÿDMLPD L OLþQRVWLPD R NRMLPD VX SHYDOH FUQRJRUVNH
pesme retko su prelazile plemenske granice (svako pleme imalo je svoju plemensku tradiciju i 
svoju plemensku epiku).72 
)LQDOO\ ZLWK UHJDUG WR WKH 0RQWHQHJULQ VRQJV IURP .DUDGåLü¶V FROOHFWLRQV VFKRODUV
PDLQO\ IROORZ .DUDGåLü¶V FODVVLILFDWLRQ DQG HPSKDVL]H DQWL-Turkish sentiment and national 
emancipatory goals as their dominant features. Radovan 6DPDUGåLüIRUH[DPSOHUHFRJQL]HV
LQ.DUDGåLü¶VWKLUGERRNRINarodne srpske pjesme a distinctive group of Montenegrin songs 
DERXWQHZHUHYHQWV:KLOH.DUDGåLüKLPVHOI ODWHU LQGLFDWHG WKDW VRPHRI WKHPGHpict tribal 
conflict among the Christians, 73  SamardåLü KRZHYHU GHVFULEHV WKHP DV µSHW SHVDPD R
QRYLMLP ERMHYLPD &UQRJRUDFD %UÿDQD L +HUFHJRYDFD SURWLY 7XUDND¶ 74  In addition, even 
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 %DQDãHYLüPesme o najstarijoj, p. 297. 
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WKRXJK =XNRYLü SUHYLRXVO\ LQGLFDWHG WKDW 0RQWHQHJULQ HSLF VRQJV W\SLFDOO\ GLVSOD\ ORFDO
identification and tribal conflicts, KHVWLOOFODLPVWKDW.DUDGåLü¶VODEHOµSHVPHRYRMHYDQMX]D
VORERGX¶ DSSOLHV µEH]PDOR« QD FHORNXSQX QDãX QDURGQX HSLNX D SHVPDPD R GRJDÿDMLPD
QRYLMLKYUHPHQDRGJRYDUDVDVYLP¶75 Subsequent analysis will show that such generalization 
is inadequate, since neither the struggle for liberation nor the anti-Turkish perspective could 
be taken as the most common characteristics of the Montenegrin songs published in 
.DUDGåLü¶VNarodne srpske pjesme. In addition, the analysis will show that the songs that do 
promote wider tribal unity and joined efforts in the struggle against the Turks in the collection 
contain nontraditional features that indicate the influence of literate culture and Bishop Petar 
on its singers and content. 
 
Montenegrin Oral Tradition and Vuk KaradåLü¶VNarodne srpske pjesme 
 
.DUDGåLü¶V HGLWLRQ RI Narodne srpske pjesme represented Montenegrin oral epic 
tradition in an indirect and mediated way, especially when compared to the later collections 
published by 6LPD 0LOXWLQRYLü DQG 1MHJRã in the first half of the nineteenth century. The 
DEVHQFHRI.DUDGåLü¶VFRRSHUDWLRQZLWKWKH0RQWHQHJULQSROLWLFDOHOLWHDQGWKHFLUFXPVWDQFHV
in which he collected the songs in this period, along with his early poetics of Serbian folk 
songs in general, all contribute to the comparatively modest number of Montenegrin songs in 
his early collections .DUDGåLü¶V NQRZOHGJH RI 0RQWHQHJUR ZDV YHU\ PRGHVW GXULQJ KLV
earliest years as a collector. Being remote and hostile, in the early nineteenth century 
Montenegro largely remained terra incognita to the rest of Europe; even in the region itself, 
official contacts with the Montenegrins were relatively rare. For example, the leading Serbian 
SRHWRI WKH WLPH/XNLMDQ0XãLFNL H[SODLQHG WKDWKHKDGQRW LQFOXGHG%LVKRS3HWDU , LQKLV
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 6HH=XNRYLüPogovor, p. 452. 
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famous 1818 ode to the great contemporary Serbs because he knew nothing of him at the 
time.76 6LPLODUO\ LQ.DUDGåLü H[SODLQV WR VRPHFULWLFV IURP&HWLQMHZKRFRPSODLQHG
about the absence of his 5MHþQLN in Montenegro, that the only reason for this was that he 
simply NQHZ QR RQH IURP WKH DUHD ,Q DGGLWLRQ YDULRXV JHRJUDSKLF PLVWDNHV WKDW .DUDGåLü
made in this 5MHþQLN, such as the explanation that Cetinje is a river and a district, clearly show 
the paucity of both his personal and the general knowledge of Montenegro at the time. 
7KH ODFN RI FRQWDFW ZLWK 0RQWHQHJUR DQG .DUDGåLü¶V HDUO\ YLHZV RI 6HUELDQ IRON
poetry resulted in the absence of the epic songs with distinguishable Montenegrin heroes and 
HYHQWV LQ WKHWZRHDUOLHVWRI.DUDGåLü¶VFROOHFWLRQVSXElished in 1814 and 1815. In his first 
Pjesnarica.DUDGåLüSXEOLVKHGPRVWO\ WKHVRQJV WKDWKHUHPHPEHUHGIURPKLVFKLOGKRRG LQ
Western Serbia,77 and in the second those written down in Srem in 1815,78 i.e. from a territory 
distant from Montenegro. In additioQ GXULQJ KLV HDUO\ \HDUV DV D FROOHFWRU .DUDGåLü JDYH
primacy to songs about medieval heroes and battles. Accordingly, he focused on the 
documentation of such songs, neglecting those that celebrated more recent local events and 
heroes. For instance, in his later Introduction WR WKH  HGLWLRQ .DUDGåLü UHODWHV WKDW KLV
IDYRXULWH VLQJHU 7HãDQ 3RGUXJRYLü NQHZ µMRã QDMPDQMH VWR MXQDþNL SHVDPD >@ RVRELWR RG
NRMHNDNLSULPRUVNLL%RVDQVNLL(UFHJRYDþNLDMGXNDLþHWREDãD¶79 Similarly, he collected three 
songs about the medieval heroes from Starac Milija and only one about the local characters, 
EXW ODWHUDFNQRZOHGJHGWKDW0LOLMDNQHZµMRãPORJRRQDNLSMHVDPD¶DERXWVXFKPRUHUHFHQW
characters and conflicts.80  &RQVHTXHQWO\ .DUDGåLü left out of his first collections several 
Montenegrin songs that he had collected as early as in 1815. 
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 See: =XNRYLü9XNRYLSHYDþLL]&UQH*RUH, pp. 11-12. 
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 6HH.DUDGåLü, Pjesnarica 1814, 1815. p. 42-43. 
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 6HH.DUDGåLü¶V µIntroduction¶ to the Fourth volume of Narodne srpske pjesme, in KaradåLüSrpske narodne 
pjesme IV, pp. 393-411. 
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Only several years after the publication of these collections, Montenegro attracted 
PRUH.DUDGåLü¶VDWWHQWLRQ5HVSRQGLQJWRFRPSODLQWVIURPWKH0RQWHQHJULQVKHVDid in 1818: 
µ.DNRJRGãWRPLMHRQGDOHåDRQDVUFXLSDPHWL-DGDUÿHVDPVHURGLRLX]UDVWDR«WDNRPLMH
LVWROHåDODQDVUFXLSDPHWLL&UQD*RUD]DNRMXVDPMRãRGÿHWLQMVWYDPRJDþXRLUD]XPLRGD
XQMRMMRãRG/D]DUHYDYUHPHQDMHGQDNRWUDMHVUSVNDYODGDLFDURYDQMH¶81  
.DUDGåLüDOVR tried to make contacts with Bishop Petar, and to inspire him to collect 
Montenegrin oral VRQJV RQ KLV EHKDOI +RZHYHU GHVSLWH .DUDGåLü¶V UHSHDWHG DWWHPSWV WR
establish cooperation with the Bishop, his efforts remained unsuccessful. It appears that the 
Bishop, who was already seventy-IRXUZKHQ.DUDGåLüLQLWLDWHGFRQWDFWKDGPRUHLPPHGLDWH
FRQFHUQV ,Q D OHWWHU WR .DUDGåLü IURP  6LPD 0LOXWLQRYLü EODPHG tribal anarchy and 
SDUWLFXODULVP IRU WKH %LVKRS¶V LQDELOLW\ WR HQJDJH LQ WKH FROOHFWLRQ RI IRON VRQJV µ*X
0LWURSROLWXVLWL]DKWMHYDQMHPSMHVDQDKQHKRWLFHLQH]QDMXüLGRVDÿLYDRMHUGD.LWDMHPYODGD
QHELYLãHEULJHEHVSRNRMVWYD L X]DOXG WUXGHQLMD LPDR LVWLM RQGL LPHÿXRQLMHPDÿH MH VYDND
SXãNDWRSVYDNDJODYDSRPD]DQDLVYDNRJDYROMDNROLN¶RSãWDDVYDNLMGRPGYRULVYDNLNUã
JUDG¶82 
Several other evidences also indicate that .DUDGåLüheld Montenegrin epic tradition in 
great esteem. ,Q  KH UHSHDWHGO\ WULHG WR SHUVXDGH 6HUELDQ 3ULQFH 0LORã WR FROOHFW WKH
songs from the Montenegrin singer Ivan Jovov, who had settled in Serbia. This was another 
.DUDGåLü¶V HDUO\ HIIRUW WR FROOHFW 0RQWHQHJULQ VRQJV PRVW OLNHO\ LQVSLUHG E\ KLV ODFN RI
contacts from Montenegro at the time. However, having received no assistance from the 
Prince, this KaUDGåLü¶VDWWHPSWWRFROOHFW0RQWHQHJULQVRQJVIDLOHG83 Writing his Predgovor 
to the second edition of the folk songs the following year, which was his first ambitious article 
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 .DUDGåLü5MHþQLN, p. xv. 
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 .DUDGåLüPrepiska III (1826-1828), p. 897. 
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RQ 6HUELDQ IRON SRHWU\ .DUDGåLü GHVFULEHG 0RQWHQHJUR DV D SDUW RI WKH UHJLRQ ZLWh the 
strongest epic production: 
-XQDþNHVHSMHVPHGDQDVQDMYLãHLQDMåLYOMHSMHYDMXSR%RVni i Ercegovini i po Crnoj Gori i po 
MXåQLPEUGRYLWLPNUDMHYLPD6UELMH3RWLPPMHVWLPDLGDQDãQMLGDQJRWRYRXVYDNRMNXüLLPDMX
po jedne gusle, a po jedne osobito QD VWDQX NRG þREDQD L WHãNR MH QDüL þRYHND GD QH ]QD
JXÿHWLDPORJHLåHQHLÿHYRMNH]QDGX84  
,QWKLVFRXOGRQO\KDYHEHHQDJXHVV.DUDGåLüVWLOOKDGQHLWKHUYLVLWHG0RQWHQHJURQRU
established a network of associates from the region. What directed him towards such a 
FRQFOXVLRQZDVWKHFRPELQDWLRQRIKLVFKLOGKRRGPHPRULHVZLWKKLVFROOHFWRU¶VSUDFWLFH+LV
family came from Herzegovina and kept close connections with their relatives. According to 
.DUDGåLü¶VGHVFULSWLRQVRPHRIWKHPZHUHhajduks, outlaws who would spend the winter in 
their home, and whose favourite winter occupation was singing oral songs.85 In addition, he 
relates that both his grandfather and his uncle were good epic singers, and the songs that he 
wrote down from his father Stefan cRQILUPKLVODWHUVWDWHPHQWWKDWKHOLYHGLQWKHIDPLO\µJGMH
VXVHSMHVPHMXQDþNHSMHYDOHLND]LYDOHNDRXVUHG(UFHJRYLQH¶86 .DUDGåLü¶VKLJKesteem of 
the Montenegrin epic tradition is also evident from the fact that among the first six singers 
that he mentions in his Introduction to the 1833 edition, five of them were originally from the 
0RQWHQHJULQDUHD7HãDQ3RGUXJRYLü6WDUDF0LOLMD6WDUDF5DãNR6WRMDQ+DMGXNDQGĈXUR
0LOXWLQRYLü &UQRJRUDF 87  6XFK DSSUHFLDWLRQ WKXV DGGLWLRQDOO\ VKRZV .DUDGåLü¶V growing 
knowledge of the Montenegrin opus and tradition. 
$FFRUGLQJO\GXULQJWKHV.DUDGåLüRIWHQPHQWLRQHGKLVLQWHQWLRQWRJRSHUVRQDOO\
to Montenegro to collect epic songs and to study local history and customs, but did not fulfil 
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this aim until 1836.88 As it appears, .DUDGåLü¶V visit to this hostile and mountainous land 
required financial support and comprehensive preparations. ,QZKHQ6LPD0LOXWLQRYLü
ZURWH WR .DUDGåLü IURP &HWLQMH µ]QDM GD MH RGDYOH ODNãH SRüL QHNRPH GR X +DPEXUJ LOL
London QHJROLQHNRP¶ GRQD.þHYRLOLX0RUDþX¶89 this was probably not very far from the 
truth. 0LOXWLQRYLü¶VRZn example is instructive enough. Even though he was a warrior in the 
Serbian uprising and a Romantic type adventurer himself, it took him eight days to find his 
way from Kotor to Cetinje and almost cost him his life.90 Such spontaneous expedition was 
QRWSRVVLEOHIRU.DUDGåLüZKRZDVlame and prone to illnesses. In addition to his attempts to 
establish cooperation with Bishop Petar.DUDGåLüDOVRWULed to secure financial support for his 
travel to Montenegro from the Russian Academy during the 1820s, but his attempts in this 
respect remained unsuccessful. 91  His first visit to Cetinje and Montenegro was finally 
RUJDQL]HG ZLWK 1MHJRã¶V assistance in 1836, three years after the last volume of Narodne 
srpske pjesme had been published. 
WLWKRXW %LVKRS 3HWDU¶V DVVLVWDQFH DQG ZLWK QR DVVRFLDWHV IURP WKH ILHOG .DUDGåLü
could therefore rely only on singers available outside the local tradition. Lack of contacts 
from the region is manifested in the relatively modest number of Montenegrin songs about 
recent events that he wrote down and published in that period. .DUDGåLü LQFOXGHG D first 
selection of Montenegrin songs in his second edition of Narodne srpske pjesme, adding 
several more in the fourth and final book of this edition in 1833. 
Approaching the corpus of songs relevant for my analysis, it should be made clear that 
WKHUHLVQRJUHDWGLYLGHVHSDUDWLQJWKH0RQWHQHJULQVRQJVIURPRWKHUVLQ.DUDGåLü¶VNarodne 
srpske pjesme,QKLVHDUOLHUFROOHFWLRQV.DUDGåLüKDGSXEOLVKHGWKHPDPRQJYDULRXVµSMHVPH
MXQDþNH SR]QLMH¶ DQG µSMHVPH MXQDþNH UD]QLMHK YUHPHQD¶ )RU KLV WKLUG H[WHQGHG HGLWLRQ RI
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Serbian folk songs, he developed a more elaborate classification and republished the songs 
ZLWKGLVWLQJXLVKDEOH0RQWHQHJULQKHURHV DQGHYHQWV LQ D VHSDUDWHERRN DPRQJKLV µSMHVPH
MXQDþNH QRYLMLK YUHPHQD R YRMHYDQMX ]D VORERGX¶ $V LQGLFDWHG WKLV ODWHU FODVVLILFDWLRQ LV
widely accepted by the scholars, who established the Montenegrin songs as a separate epic 
cycle with recognizable local characteristics. 92 I will therefore follow usual classification and 
IRFXVRQWKHVRQJVDERXWUHODWLYHO\UHFHQW0RQWHQHJULQHYHQWVWKDW.DUDGåLüZURWHGRZQIURP
local singers or from singers who came from the region. 
The first selection of Montenegrin songs that .DUDGåLü SXEOLVKHG DPRQJ µSMHVPH
MXQDþNHQRYLMH¶LQKLV WKLUGERRNRINarodne srpske pjesme from 1823 are µ3HURYLü%DWULü¶
QR  µ3RS &UQRJRUDF L 9XN .RSULYLFD¶ QR  µ3LSHUL L Tahir-SDãD¶ QR  µ%RM
Crnogoraca s Mahmut-SDãRP¶ (no. 24) and µ2SHW &UQRJRUFL L 0DKPXW-SDãD¶ (no. 25). 
5DGRYDQ 6DPDUGåLü UHFRJQL]HV WKHP DV IRUPLQJ D VHSDUDWH VHFWLRQ WKDW FRPHV EHIRUH WKH
songs about the Serbian Uprising, and after the cycles about the Serbian despots and earlier 
hajduks. Apparently, it is these several songs that .DUDGåLüKDG LQPLQGZKHQKH LQIRUPHG
Bishop Petar that the new collection contains a few (nekolike) songs about the 
Montenegrins.93 In addition, in his later edition from 18.DUDGåLüLQFOXGHGWKHVHILYHVRQJV
IURPWKLVHGLWLRQDPRQJµSMHVPHMXQDþNHQRYLMLKYUHPHQDRYRMHYDQMX]DVORERGX¶$FFRUGLQJ
WR =XNRYLü WKH VRQJ µ'LMRED 6HOLPRYLüD¶ QR  IURP .DUDGåLü¶V  FROOHFWLRQ RI
Narodne srpske pjesme also belongs to the FRUSXVRIWKHVRQJVµRIWKHQHZHUWLPHV¶94 As he 
GHPRQVWUDWHG.DUDGåLüLQWHQGHGWRUHSXEOLVKLWLQKLVILQDOHGLWLRQIURPDQGH[FOXGHGLW
in the last moment. 95  7KLV VKRZV WKH FROOHFWRU¶V FRQVLVWHQW LGHQWLILFDWLRQ RI LW DV D
Montenegrin song and qualifies it for our analysis. 
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.DUDGåLü¶VIRXUWKERRNRINarodne srpske pjesme, published in 1833, also contains a 
group of Montenegrin songs. Among forty-VHYHQ VRQJV µUD]QLMHK YUHPHQD¶ WKHUH DUH VL[
distinguishable songs that form the Montenegrin section of WKH FROOHFWLRQ µ7UL VXåQMD¶ QR
µ3DãD3RGJRULFDLĈXURþREDQ-SDãD¶QRµâHKRYLü2VPDQ¶QRµ3RS/MHãHYLüL
0DWLMD-XãNRYLü¶QRµ%RM0RUDþDQDV7XUFLPD¶QRDQGµ2SHW0RUDþDQLV7XUFLPD¶
(no. 47). By analogy with the previous FROOHFWLRQ .DUDGåLü SODFHG WKHP DFFRUGLQJ WR
chronological order after the songs about the earlier hajduks like Mali Radojica, Mijat 
+DUDPEDãDDQG9LGH'DQLþLüDQGEHIRUHWKHVRQJVIURPWKH6HUELDQ8SULVLQJILQLVKLQJZLWK
the two songs about the battle RI0RUDþDIURPDVWKHPRVWUHFHQWHYHQW7KHVRQJ µ3DãD
3RGJRULFD L ĈXUR þREDQ-SDãD¶ LV QRW WDNHQ LQWR FRQVLGHUDWLRQ IRU WZR UHDVRQV $V .DUDGåLü
UHSRUWVKHZURWHLWGRZQLQIURPµVOHSFD*DMH%DODüDURGRPL]5YDWVNH¶96 and in the 
later edition from 1846 he relocated it in the third book of Srpske narodne pjesme among 
µSMHVPH MXQDþNH VUHGQMLMHK YUHPHQD¶ ,WV VLQJHU WKHUHIRUH KDG QR GLUHFW FRQWDFWV ZLWK WKH
0RQWHQHJULQ DUHD DQG LWV VXEMHFW DFFRUGLQJ WR .DUDGåLü¶V ODWHU DQG PRUH HODERUDWH
classification, belongs to a different context. 
The fact that these eleven songs were all collected during the same period and at the 
WLPHRI%LVKRS3HWDU¶VUXOHMXVWLILHVWKHLUDQDO\VLVen bloc7ZRRIWKHP.DUDGåLüZURWHGRZQ
in the Srem region in 1815 ± µPop &UQRJRUDFL9XN.RSULYLFD¶ IURP7HãDQ3RGUXJRYLüDQG
µâHKRYLü 2VPDQ¶ IURP KLV IDWKHU 6WHIDQ .DUDGåLü .DUDGåLü FROOHFWHG the majority of the 
songs during his visits to Serbia between 1820 and 1822 ± VL[ IURP ĈXUR 0LOXWLQRYLü
µ'LMRED 6HOLPRYLüD¶ µ3HURYLü %DWULü¶ µ3LSHUL L 7DKLU-SDãD¶ µ%RM &UQRJRUDFD V 0DKPXW-
SDãRP¶ µ7UL VXåQMD¶ DQG µ3RS /MHãHYLü L 0DWLMD -XãNRYLü¶ WZR VRQJV DERXW WKH EDWWOH RI
0RUDþDIURP)LOLS%RãNRYLü%MHORSDYOLüDQG0LORYDQ0XãLNLQ3LSHUDQGµ2SHW&UQRJRUFLL
Mahmut-SDãD¶IURPDn unnamed Montenegrin. 
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While all Montenegrin songs SXEOLVKHG E\ .DUDGåLü LQ WKLV HGLWLRQ existed in oral 
form, some might have been of either literary origin or later influenced by literate singers. 
.DUDGåLüSHUVRQDOO\ZURWHdown all the songs from oral performances of traditional singers or 
common people ± two of them in Srem in 1815, and the others between 1820 and 1822 in 
Kragujevac and, possibly, in Belgrade. Two of these songs celebrated Montenegrin victory in 
the battles against Mehmet Pasha in 1796. .DUDGåLü FROOHFWHG WKHP IURP GLIIHUHQW oral 
singers, but later suggested Bishop Petar as their original author.97 As indicated, this gave rise 
to the dispute over the actual degree of traditionality of these two songs, which will be the 
subject of a detailed investigation in the third chapter. ,QDGGLWLRQHYHQWKRXJK=XNRYLüDQG
%DQDãHYLüERWKQRWLFHGWKDWWKHVLQJHUĈXUR0LOXWLQRYLü&UQRJRUDFZDVLQIOXHQFHGE\%LVKRS
Petar, they did not question genuinely folk character of all the other Montenegrin songs from 
.DUDGåLü¶V FROOHFWLRQ RI Narodne srpske pjesme. After examining the features of ĈXUR
0LOXWLQRYLü¶V VRQJV, in chapter four I will identify nontraditonal elements that show the 
influence of literacy, education and Bishop Petar on the overall perspective and phraseology 
that this literate singer close to political leadership used in four of his songs. 
 
Monologism or Dialogism of Epic Voice 
 
The discussion outlined in the previous sections suggested that the Montenegrin oral 
songs contain different perspectives and offer contested views of contemporary events, and 
indicated that different singers and political leaders, in this case ĈXUR0LOXWLQRYLüand Bishop 
Petar, played an important role in formulating and promoting certain views and ideas in epic 
songs. These claims, however, appear to be in contradiction to some of the most influential 
theoretical discussions on epic and its generic features, such as those offered by Hegel, 
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Lukács and Bakhtin. Therefore, before I LQWURGXFH 3DUU\¶V DQG /RUG¶V FRQFHSWV RI RUDO
traditional, transitional and nontraditional texts, some further remarks of a more general 
nature are needed. 
In +HJHO¶s view, epic represents a unified totality and a comprehensive world. 
Although he is ready to admit that not all epic traditions gave birth to poems of such length, 
unity and complexity as Homeric epics, he nevertheless requires of a genuine Epos or true 
Epopea WREHµHVVHQWLDOO\DQRUJDQLFZKROH¶98 3URSHUHSLFLQ+HJHO¶VZRUGVGHVFULEHV 
a definite action, which, in the full compass of its circumstances and relations must be brought 
with clarity to our vision as an event enriched by its further association with the organically 
complete world of a nation and an age. It follows from this that the collective world outlook 
and objective presence of a national spirit, displayed as an actual event in the form of its self-
manifestation, and nothing short of this does to, constitute the content and form of the true 
epic poem.99 
+HJHO¶VGHILQLWLRQ LVERWKFRQFHSWXDODQGKLVWRULFDO2QFRQFHSWXDO OHYHOHSLF LV WKH
epitome of objective spirit, and hence deprived of subjectivity characteristic for lyric and 
dramatic poetic forms. Here, Hegel follows the Aristotelian line of reasoning about literary 
genres. Namely, already in the earliest investigation of literary techniques, Plato and Aristotle 
used the terms mimesis and diegesis to distinguish different modes of representation in the 
genre system of Ancient Greek literature. As they argued, tragedy and comedy are 
characterised by pure representation, in the sense that every word belongs to the characters 
acting on the scene. In distinction, genres that we commonly associate with lyrical poetry 
contain only one voice, that of the narrator. As the third distinctive narrative form, epic adopts 
both modes ± this means that the narrator can sometimes speaks on his or her behalf, but also 
relate the events by the voice of the characters. The IliadIRUH[DPSOHEHJLQVE\WKHVLQJHU¶V
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LQYRFDWLRQ µ6LQJ JRGGHVV WKH DQJHU RI 3HOHXV¶V VRQ $FKLOOHXV¶ EXW VRRQ VZLWFKHV WR WKH
dialog between the Apolo disguised as a priest and Agamemnon. 100  Finally, Aristotle 
UHFRPPHQGV WKDW µ[t]he poet sKRXOG VSHDN DV OLWWOH DV SRVVLEOH LQ KLV RZQ SHUVRQ¶ DQG
emphasizes Homer as an example of such a restrained narrator whose personality and 
subjectivity do not come to the forefront to hamper or disturb the narrative.101 
Similarly+HJHOUHFRJQL]HVWKDWµWKe epic poem, if a true work of art, is the exclusive 
creation of one DUWLVW¶102 EXW LPPHGLDWHO\ LQVWUXFWV WKDW µSHUVRQDO RXWORRN RI WKH SRHW PXVW
UHPDLQ LQ D FRQQHFWLRQ WKDW HQDEOHV KLP WR LGHQWLI\ KLPVHOI ZKROO\¶ ZLWK WKH ZRUOG KH
objectively presents.103 In RWKHUZRUGVDOWKRXJKLWLVDSRHW¶VSHUVRQDOVXEMHFWLYLW\WKDWJLYHV
rise to a particular epic poem, it is still inextricably bound with a collective outlook and not 
separated from the national body. Likewise, although for Hegel proper epic heroes are 
individuals that acts from the autonomy of their character, their actions are not subjected to or 
FRQIURQWHGZLWKWKHREMHFWLILHGVSDFHRIODZVDQGQRUPVDQGWKXVUHWDLQWKHµLPPHGLDWHXQLW\
RIWKHVXEVWDQWLDOZLWKWKHLQGLYLGXDOLW\RILQFOLQDWLRQ¶104 
From the historical point, then, the basis for epic is according to Hegel certain general 
World-FRQGLWLRQDµPLGZD\VWDJH¶LQZKLFKµDSHRSOHLVDURXVHGIURPLWVVWXSLGLW\¶µ7RWKLV
H[WHQW¶+HJHOFRQWLQXHV µWKHVHPHPRULDOVDUHQRWKLQJ OHVV WKDQ WKH UHDO IRXQdations of the 
QDWLRQDOFRQVFLRXVQHVVHV¶WKDWµHYHU\JUHDWQDWLRQFDQFODLPWRKDYH¶105 Accordingly, 
WKH VHSDUDWLRQ RI WKH LQGLYLGXDO¶V SHUVRQDO VHOI IURP WKH FRQFUHWH QDWLRQDO ZKROH LV RQO\
reached in the later life-experience of a people, in which the general lines laid down by men 
for the due regulation of their affairs are no longer inseparable from the sentiments and 
opinions of the nation as a whole, but already have secured an independent structure as a co-
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ordinated system of jurisprudence and law, as a prosaic disposition of positive facts, as a 
political constitution, as a body of ethical or other precepts.106 
This later stage, of course, belongs to a more advanced form of social existence, where public 
life depends on the organized system of government based on general principles, which takes 
over the sphere of morality and justice that in the epic world depended on the feelings and 
dispositions of epic heroes.107 
Lukács adopts this vision of epic and juxtaposes the epic world as a unified totality to 
the fragmented universe of novelistic genre. The novel is for Lukács a bourgeois epic that 
FRUUHVSRQGVWRPRGHUQVXEMHFWLYLW\RU µWKHHSLFRIDQDJHLQZKLFKWKHH[tensive totality of 
life is no longer directly given, in which the immanence of meaning in life has become a 
SUREOHP¶108  Being focused predominantly on the novel, Lukács essentially relies on the 
+HJHOLDQYLHZVRIHSLFZRUOGDVµLQWHUQDOO\KRPRJHQHRXV¶IL[HGYDOXHV\VWHPZKRVH µWKHPH
is not a personal GHVWLQ\EXWWKHGHVWLQ\RIDFRPPXQLW\¶109 As such, it has µweight in so far 
as it is significant to a great organic life complex ² DQDWLRQRUDIDPLO\¶110 
%DNKWLQDOVRGHVFULEHVHSLFZRUOGDVFORVHGKLHUDUFKLFDODQGFRPSOHWH ,Q%DNKWLQ¶V
view, the constitutive features of epic genre are a national epic past as its subject, national 
tradition as its source and an absolute epic distance: 
By its very nature the epic world of the absolute past is inaccessible to personal experience 
DQGGRHVQRWSHUPLWDQLQGLYLGXDOSHUVRQDOSRLQWRIYLHZRUHYDOXDWLRQ«the important thing 
LV«LWVUHOLDQFHRQ LPSHUVRQDODQGVDFURVDQFW WUDGLWLRQRQDFRPPRQO\KHOGHYDOXDWLRQDQG
point of view ± ZKLFK H[FOXGHV DQ\ SRVVLELOLW\ RI DQRWKHU DSSURDFK« WUDGLWLRQ LVRODWHV WKH
world of the epic from personal experience, from any new insights, from any personal 
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initiative in understanding and interpreting, from new points of view and evaluations. The epic 
world is an utterly finished thing, not only as an authentic event of the distant past but also on 
its own terms and by its own standards; it is impossible to change, to re-think, to re-evaluate 
anything in it.111 
Bakhtin hence denies epic the possibility of heteroglossia or multiperspectiveness. It is 
the novel that is affirmative, opened, polyphonic genre, never finished and fixed. ,Q%DNKWLQ¶V
view, while novel inherently contains the plurality of different voices, battles between various 
µSRLQWVRIYLHZYDOXHMXGJHPHQWV¶HWFHSLFLVSUHFLVHO\WKHRSSRVLWH± fixed, monologic, with 
only one voice, that of aristocracy or the ruling class. He therefore describes literary works 
WKDWGRFRQWDLQERWKWKHSOXUDOLW\RIYRLFHVDQGSHUVSHFWLYHVDQGHSLFHOHPHQWVDVµQRYHOL]HG¶
WKDWLVEHLQJµWUDQVSRVHGWRWKHQRYHOLVWLF]RQHRIFRQWDFW¶RUDVWKHGLVLQWHJUDWLRQRIHSLF112 
Thus while we can recognize here the apparent Hegelian line of reasoning about epic, Bakhtin 
actually inverts Lukács¶VYLHZLQDIILUPDWLRQRIWKHQRYHORQWKHH[SHQVHRIHSLF 
Hegelian and Bakhtinian analyseVRI HSLF¶VJHQHULF IHDWXUHs appear to be more rigid 
then the Aristotelian one. Aristotle goes only so far as to recommend that the SRHW¶V
subjectivity should remain in the background, and emphasizes Homer as the supreme example 
of such an approach. This is not the same as to say that epic speaks only one voice and does 
not permit an individual, personal point of view or evaluation. For, if epic genre allows 
different characters to speak in their own words, then surely one should account for the 
possibility that these characters can express different, even antithetical, standpoints and 
outlooks. 
Another problem arising from these distinctions is that they are formulated on a rather 
narrow epic material. As Hegel repeatedly reminds us, Homeric epic serves as the source of 
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all epic generic features in his conception.113 Bakhtin is even more exclusive and, by his own 
admission, employs the most extremely narrow description of epic, based solely on the 
Iliad.114  With the growth of the comparative material worldwide, the narrowness of the 
previous distinctions became apparent. For example, evidences from other, non-European 
epic traditions, challenged and relativized the previous clear-cut distinctions. Foley thus asks 
how to define epic by it subject with such examples like Siri Epic, sung in matrilineal Tulu 
society from Southern India, which is almost exactly the same length as the Iliad (15 683 
lines). In Siri EpicKRZHYHUµZHHQFRXQWHUDIHPDOHKHURWRJHWKHUZLWKDJHQHUDOGHSUHFDWLRQ
of male figures and a virtual absence of violence, none of which the Western model of epic 
lHDGV XV WR H[SHFW¶ 115  In a similar manner, 5LFKDUG 0DUWLQ UHIHUV WR -R\FH )OXHFNLJHU¶V
research116 LQ FHQWUDO ,QGLD WR SLQSRLQW WKDW µHYHQ WKH VDPH ORQJ KHURLF QDUUDWLYH OLNH WKH
Dhola-Maru tradition, sung in communities a few hundred miles apart, qualifies DV³HSLF´LQ
one but not the other. Community self-identification, caste ambitions, and local religious cult 
DOO GHWHUPLQH ZKHWKHU D SHRSOH YLHZ WKH HSLF DV LWV RZQ GHILQLQJ QDUUDWLYH¶117 In addition, 
while relatively short and loosely related Serbian epic songs fail to satisfy the aforementioned 
requirements of unity and length, even the length of Homeric epics can fall to be insufficient 
if compared with the Kirgiz Mana epic with its 200 000 verses, the Mongolian twelve volume 
Jangar epic or to the 600 000 verses long Tibetan version of Gesar epic, also popular among 
the peoples of Central Asia, Mongolia and China.118 Contemporary scholars thus reconsidered 
previously set generic boundaries and advocated for a more inclusive approach to oral epic 
traditions. However, they did not neglect the fact that, DV0DUWLQFODLPVµGHVSLWHVXFKformal 
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differences, many societies may share a functionally VLPLODUFDWHJRU\¶119 Nevertheless, they 
argue that the characteristics commonly associated with epic ± length, heroism, history, 
nationalism ± are variable and culturally specific and, as Foley says, need to be considered 
DFFRUGLQJWRµHDFKWUDGLWLRQ¶VYDOXHVDQGSHUVSHFWLYHV¶120 
Recent scholars also point out that the inherited generic distinctions are relative even 
when we remain within the limits of the Ancient Greek epic traditions. Peter Toohey, for 
example, reminds us on other forms of epic in classical antiquity such as miniature epic, 
GLGDFWLFHSLFFRPLFHSLFHWF DQGDUJXHV WKDW µLQFODVVLFDODQWLTXLW\ WKHUHZHUH a variety of 
elastic, ill-GHILQHG EXW QRQHWKHOHVV UHFRJQL]DEOH VXEVSHFLHV RU VXEJHQUHV RI HSLF¶. 121  In 
addition, scholars like Richard Martin, Gregory Nagy and Andrew Ford indicate that our 
received idea of epic results primarily from the narrow understanding of Homer as the author 
of the Iliad and the Odyssey, and that these other forms of ancient Greek epics have been 
marginalized and excluded from the generic definition. They argue that this culturally specific 
notion of epic then prevailed as a generic marker for the epic in total, since both classical and 
:HVWHUQVFKRODUVIROORZHG$ULVWRWOH¶Vapproach to epic with the Iliad as a standard.122 
Meanwhile, it appears that not even the Homeric epic fulfils the generic demands set 
by Hegel, Lukács and Bakhtin. AFFRUGLQJ WR &KDUOHV 6HJDO IRU H[DPSOH ZKLOH %DNKWLQ¶V
definition of epic genre may fit the Iliad, it forgets altogether the Odyssey that corresponds 
more to his description of the novelistic genre.123 In addition, after seminal works of Morris 
and Scully, 124 it has become a commonplace in contemporary homerology to perceive in the 
Iliad the fundamental tension between the competitive aristocratic values and the cooperative 
values of the polis. Moreover, according to Peter Rose the actual perspective is even more 
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complex, involving various residual, dominant and emerging outlooks; even the layer 
identified with aristocratic ideology is itself not homogenous but comprised of various diverse 
perspectives.125 Following their insights, Goyet denies in toto the idea that Homeric epic 
describes a harmonious and stable world: µLI ZH SODFH WKHVH WH[WV YHU\ SUHFLVHO\ in their 
original context we recognize that the world they describe is a world that is prey to crisis, 
disorder, DQGFKDRV¶126 
 
Thersites of the Iliad: Textual Dissonance and Epic Contradictions 
 
A brief reference to the Thersites scene from the Iliad will illustrate these views and 
exemplify that epic allows for various perspectives and diverse political standpoints to be 
articulated from different social and spatial positions. In addition, the episode shows that these 
different perspectives can collide and contradict each other; moreover, that one of these 
FRQWHVWHGSHUVSHFWLYHVFDQEHSULYLOHJHGLQWKHSORWRUE\WKHQDUUDWRUDQGWKDWWKHQDUUDWRU¶V
position can be reasonably deduced from his comments and evaluation of the characters. This 
discussion will also provide a framework for a similar investigation of the apparent duality of 
YRLFHVLQWKHVRQJVRIĈXUR0LOXWLQRYLü&UQRJRUDF in chapter four, and enable us to identify 
WKHQDUUDWRU¶VSRVLWLRQZLWKLQWKHQDUUDWLYH 
The story occurs in the second book of the Iliad. After his quarrel with Achilles, 
Agamemnon receives a false message in a dream that he will capture Troy if he attacks 
immediately. He gathers the troops in the early morning to bring them the news but, to test 
their fighting morale, advises them to board the ships and go home. His plan proves foolish, 
as the demoralized soldiers rush to their ships. Odysseus manages to prevent the collapse by 
taNLQJ $JDPHPQRQ¶V VWDII DQG SHUVXDGLQJ ERWK FRPPRQHUV DQG FKLHIWDLQV WR FRQWLQXH WKH
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siege. Although his efforts finally stop the retreat, the troops are still in a bad mood, and a 
soldier by the name of Thersites openly opposes the chieftains, insults Agamemnon and opts 
for their immediate return to the homelands. Odysseus responds to his words by humiliating 
Thersites verbally, and then beats him with the staff. This brings amusement and laughter to 
the troops, ends their insubordination and secures a cheerful closure to the episode. 
In the line of the Hegelian and Bakhtinian view of the Iliad and epic in general, we 
may say that the conflict ends with an apparent reaffirmation of aristocratic values. The 
brutality with which Thersites is silenced and subjected to the order seems to leave little 
grounds for a claim that the scene in any way questions or challenges the existing hierarchy 
and social structure of the Homeric world. 
Several elements in the narrative indicate this privileged position of the point of view 
belonging to the aristocracy or the ruling class. Firstly, the Thersites scene remains an isolated 
incident without further parallels in the Iliad $V $ODQ *ULIILWKV DUJXHV 7KHUVLWHV¶V
µH[HPSODU\KXPLOLDWLRQHQVXUHV WKDWQHYHU DJDLQ LQ WKH Iliad will the exclusive discourse of 
WKHQREOHVEHVR UXGHO\ LQWHUUXSWHG¶127 Secondly, there is an apparent difference in the way 
2G\VVHXVWUHDWVQREOHPDQDQGWKHFRPPRQHUVµ:KHQHYHUKHHQFRXQWHUHGVRPHking, or man 
of influence, | he would stand beside him and with soft words try to restrain him: | 
³([FHOOHQF\,WGRHVQRWbecome you to be frightened like any | coward. Rather hold fast and 
check the rest of the people´¶128 ,QGLVWLQFWLRQµWhen he saw some man of the people who 
was shouting, | he would strike at him with his staff, and reprove him also: | µ([FHOOHQF\6LW
still and listen to what others tell you, | to those who are better men than you, you skulker and 
coward´¶ 129  $FFRUGLQJO\ 2G\VVHXV GLVPLVVHV 7KHUVLWHV DV D µYLOH FUHDWXUH¶ µEDEEOHU¶
(akritomuthosZLWKDµJOLEWRQJXH¶DQGWKUHDWHQVWRVWULSKLPQDNHGDQGZKLSKLPRXWLQWKH
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assembly if he ever dares to speak again. In addition, Thersites is also described in clearly 
negative terms as physically repulsive and verbally incompetent by the voice of the narrator: 
Now the rest had sat down, and were orderly in their places,                                    
but one man, Thersites of the endless speech, still scolded, 
who knew within his head many words, but disorderly; 
vain, and without decency, to quarrel with the princes 
with any word he thought might be amusing to the Argives. 
This was the ugliest man who came beneath Ilion. He was 
bandy-legged and went lame of one foot, with shoulders 
stooped and drawn together over his chest, and above this 
his skull went up to a point with the wool grown sparsely upon it.130 
In addition, as John Marks remarks, 7KHUVLWHV µDORQH RI VSHDNLQJ FKDUDFWHUV LQ WKH Iliad is 
provided with neither homeland nor patronymic, in contrast with such heroes as Achilles and 
Odysseus, for whom physical beauty and distinguished ancestry are emblems of heroic 
LGHQWLW\¶131 In short, the narrative presentation, description and treatment of Thersites offer 
clear arguments in favour of the Hegelian and Bakhtinian claim that aristocratic point of view 
permeates the narrative. 
 %XWKRZWRUHFRQFLOHVXFKDYLHZRIHSLFZLWK7KHUVLWHV¶VVSHHFKLQZKLFKKHRSHQO\
accuses Agamemnon for his greed and selfishness in the following manner: 
Son of Atreus, what thing further do you want, or find fault with 
now? Your shelters are filled with bronze, there are plenty of the choicest 
women for you within your shelter, whom we Achaians 
give to you first of all whenever we capture some stronghold. 
Or is it still more gold you will be wanting, that some son 
of the Trojans, breakers of horses, brings as ransom out of Ilion, 
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one that I, or some other Achaian, capture and bring in? 
Is it some young woman to lie with in love and keep her 
all to yourself apart from the others? It is not right for 
you, their leader, to lead in sorrow the sons of the Achaians. 
My good fools, poor abuses, you women, not men, of Achaia, 
let us go back home in our ships, and leave this man here 
by himself in Troy to mull his prizes of honour 
that he may find out whether or not we others are helping him.132 
A number of recent hRPHURORJLVWVSRLQWHGRXWVHYHUDOSRVLWLYHHOHPHQWVLQ7KHUVLWHV¶V
character and speech, and argued that the whole episode abounds in ambiguities without 
definite resolution and straightforward closure. What is more, Peter W. Rose in his analysis of 
WKHVFHQHJRHVVRIDUDVWRTXHVWLRQWKHDVVXPSWLRQWKDWµWKHWH[WLWVHOIPDNHVDGHFLVLYHELGto 
persuaGHLWVRZQWDUJHWDXGLHQFHRIWKHVXSHULRULW\RIRQHRIWKHVHSRVLWLRQV¶133 
Firstly, although Thersites is dismissed by Odysseus as akritomuthos, that is, as 
uttering words that make no sense, his speech is generally regarded by scholars as rhetorically 
quiWH HIIHFWLYH )RU LQVWDQFH 6WXXUPDQ GHVFULEHV LW DV D µSROLVKHG SLHFH RI FUDIW\ UKHWRULF¶
ZKLOH'RQODQDQG.LUNUHFRJQL]HLWVµSXQJHQWDQGHIIHFWLYHVW\OH¶DQGµelaborate syntax and 
careful HQMDPEPHQW DQG VXERUGLQDWLRQ¶134  Stuurman also emphasizes that even Odysseus 
acknowledges his oratorical skills and, somehow paradoxically, calls him µligus ... agorètèV¶
µD FOHDU-YRLFHG VSHDNHU LQ WKH DVVHPEO\¶ LQ the same line where he dismisses him as 
akritomuthos.135  This FRPSOLHV ZLWK 6WXXUPDQ¶V UHPLQGHU WKDW µagorètès clearly refers to 
VSHDNLQJLQWKHDJRUDQRW WR³WDONLQJ´LQJHQHUDO¶, DQGFRUUHVSRQGVWR'RQODQ¶VUHPDUNWKDW
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µ>D@V KH LV SUHVHQWHG LQ WKLV HSLVRGH 7KHUVLWHV ZDV QR QRYLFH DW SXEOLF VSHDNLQJ RU DW
H[SUHVVLQJKLVGLVFRQWHQW¶136 
Aforementioned scholars also argue that the subjection of Thersites by intimidation 
and physical violence hardly invalidates his claims, and put an emphasis on the fact that 
Thersites is allowed a voice within the narrative. Stuurman thus claims that Thersites has a 
valid point LQ VWUHVVLQJ $JDPHPQRQ¶V VHOILVKQHVV DQG XQIDLU-dealing and the indispensable 
role of the common soldiers in the fighting, and even claims that what he says is µWUXO\
remarkable, given the aristocratic ethos that generally obtains in the Iliad¶137 
Thirdly, scholars also point out that the reaction of the soldiers to his speech is more 
complex than their laughter at the end might suggest. Postlethwaite in his linguistic analysis 
of the scene argues that the anger that Achaeans feel in their hearts, Thersites actually 
expresses in his words, and that Agamemnon is the actual object of their anger. According to 
KLV LQWHUSUHWDWLRQ7KHUVLWHV¶V VSHHFK µUHSUHVHQWV WKHGHPRUDOL]DWLRQRI WKHRUGLQDU\ VROGLHUV
after the withdrawal of Achilles and his Myrmidons and illustrates their lack of confidence in 
$JDPHPQRQ DV FRPPDQGHU¶138 Furthermore, Stuurman notes that after Odysseus silenced 
Thersites it is still far from certain that the soldiers are willing to resume the fight, and that 
only after two eloquent speeches by Odysseus and Nestor the troops finally became persuaded 
to continue the war.139 
Contemporary homerologists, in short, agree that aristocratic values dominate in the 
Homeric poems but, in distinction to Hegelian and Bakhtinian notion of Homeric epic, also 
argue that this is not the only perspective presented in the poems. Several scholars, like Ruth 
Scodel, Walter Donlan or Alan Griffiths, investigate in particular these anti-aristocratic 
elements in the early Greek poetry. Scodel, for example, indicates that µ>t]here are clear traces 
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RI ³SHDVDQW´ DWWLWXGHV EHVLGHV WKH JHQHUDOO\ ³DULVWRFUDWLF´ HWKRV LQ +RPHULF HSLF LWVHOI¶140 
ZKLOH'RQODQVLPLODUO\VWDWHVWKDWµGHVSLWHWKHLUGHGLFDWLRQWRWKHYDOXH-system of the warrior-
nobility, the Homeric epics reveal significaQW WUDFHV RI DQ HJDOLWDULDQ WUDGLWLRQ¶ 141  Their 
findings also correspond to the claims raised by the scholars dealing with the ideology of the 
Homeric world. Ian Morris, for example, acknowledges that throughout the poems basileis are 
glorified and the demos practically ignored. But although Morris concludes that the dominant 
HOHPHQWLQWKH+RPHULFPRGHORIWKHZRUOGVHHPVWREHµDULVWRFUDWLFYDQWDJHSRLQW¶,142 he also 
QRWHV WKDW µLQ VXFK FRPSOH[ SRHPV WKH LGHRORJLFDO PHVVDJHV DUH QRW VLPSOH RU GLUHFW¶143 
Correspondingly, Stuurman recognizes as µXQGRXEWHGO\WUXHWKDWDULVWRFUDWLFYDOXHVGRPLQDWH
+RPHU¶V ZRUOG¶ EXW LPPHGLDWHO\ UHPLQGV XV WKDW µthe narrative does not take them for 
JUDQWHG¶ DQG WKDW µby giving 7KHUVLWHV D YRLFH +RPHU¶V PRUDO LPDJLQDWLRQ WUDQVFHQds the 
KHURLFFRGH¶144 What is more, 5RVHHYHQDUJXHVWKDWµDUHODWLYHO\VWUDLJKWIRUZDUGLGHRORJLFDO
commitment on the part of the poet is by no means as self-HYLGHQWDVLVRIWHQDVVXPHG¶145 and 
LQGLFDWHVWKDWµ>L@QZRUNLQJWKURXJKWKHH[DPLQDWLRQRIWKHVRFial and political hierarchy, the 
SRHPFHUWDLQO\JLYHVYRLFHWRDYDULHW\RISHUVSHFWLYHV¶146 
Finally, it is instructive to mention briefly the interpretations that identify these 
contested perspectives with social tensions of the Homeric world. Rose identifies different 
perspectives in the poem with various social forces acting during the eight-century Greece. He 
UHIHUVWR5D\PRQG:LOOLDPV¶VQRWLRQWKDWa particular cultural construct may simultaneously 
FRQWDLQUHIOHFWLRQVRIWKHGRPLQDQWLGHRORJ\µUHVLGXDO¶HOHPHQWVWKDWORRNEDFNWRDQHDUOLHU
YDOXHVDQGVWUXFWXUHRIVRFLHW\DQGµHPHUJLQJ¶HOHPHQWVWKDWLVIHDWXUHVWKDWORRNIRUZDUGWR
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or anticipate the restructuring of the social order that is only emerging below the surface of 
the current dominant order.147 Applying this triad on the Thersites scene, Rose argues that  
2G\VVHXV¶JORULILFDWLRQRIPRQDUFK\UHSUHVHQWVDQKLVWRULFDOO\ residual or nostalgic position in 
a period when monarchy was essentially over. To the extent that the chieftains cooperate in 
consolidating their control at this moment of crisis, they reflect what is actually dominant in 
the target audience of the poem, namely, oligarchy. Finally, the apparently futile and utterly 
discredited protest of Thersites might be perceived as an emergent element ± a new level of 
self-consciousness that anticipates the later movement toward restraint of elite leadership by 
the previously powerless people of the demos.148 
As suggested, Morris similarly argues that certain aspects of the poem emphasize the role of 
basileis in defending the community and embodying heroic values, while others look more 
critically on the disastrous consequences of their headstrong behaviour and horrors of war.149 
According to Morris, the fundamental tension in the Iliad is thus between the competitive 
aristocratic values and the cooperative values of the polis, that limit the actions of the aristos 
by social sanctions; µ>W@he former is the view propounded by the poet; the latter is closer to the 
nature of the eighth-century world on which Homer drew to put his heroic society 
together¶.150 
The Thersites scene thus enables us to identify three narrative voices representing 
different, contesting standpoints. The one articulated by Odysseus expresses aristocratic point 
of view. The speech of Thersites, in distinction, contains the outlook antithetical to this 
aristocratic perspective; the third one belongs to the narrator and is expressed through 
comments that clearly privilege 2G\VVHXVDQGDULVWRFUDWLFSHUVSHFWLYH2G\VVHXV¶VDFWLRQVDUH
tKXVGHVFULEHGDVµPDVWHUIXOO\¶FRQGXFWHGDQGKLVZRUGVDVWKRVHRIµVLQFHULW\DQGJRRGZLOO¶
ZKLOH 7KHUVLWHV LV GLVPLVVHG DV µWKH XJOLHVW PDQ¶ µYDLQ¶ µZLWKRXW GHFHQF\¶ HWF %XW HYHQ
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though the aristocratic point of view appears to be privileged, it is not the only one presented 
in the narrative, and the Thersites scene allows for different points of view to be articulated 
and coexist with a dominant one. 
Finally, it should be emphasized that all the mentioned, of course, fully appreciates 
that epic typicaOO\DV+HJHOVD\VGLVSOD\VµWKHFROOHFWLYHZRUOG-RXWORRN¶7KHFODLPWKDWRUDO
WUDGLWLRQLVFROOHFWLYHDQGµQRWWKHZRUNRIDVLQJOHPLQG¶151 LVWKHIXQGDPHQWRI3DUU\¶VDQG
/RUG¶V RUDO WKHRU\ IXUWKHU GLVFXVVHG LQ WKH IROORZLQJ FKDSWHU )ROORZLQJ WKLV OHJacy, 
FRQWHPSRUDU\ VFKRODUV DFNQRZOHGJH WKDW RUDO SHUIRUPHU HPERGLHV µPRUH RU OHVV FROOHFWLYH
YRLFH¶,152 ZKLOH6ODYLFD5DQNRYLüGHVFULEHVWKLVPRGHRIFRPSRVLWLRQWKDWµoccurs at a level 
beyond the individual¶ by the concept of the distributed authorship.153 Actually, as Foley 
suggests, oral tradition could be investigated on three levels ± individual or idiolectal, local, 
and national or pantraditional. In addition, recent scholars like Beissinger, Tylus and Wofford 
instruct us precisely that interpretation of HSLF µFRXOGEHGLUHFWHGPRUH WRZDUG VWXG\RI WKH
WHQVLRQ EHWZHHQ WKH ORFDO DQG WKH QDWLRQDO RU XQLYHUVDO¶ and that µOLWHUDU\ VWXG\ FDQ DQG
should make the political and the culturally specific more visible, rather than hiding cultural 
context and debate EHKLQGDQLGHDOL]HGRUHVVHQWLDOL]HGPDVN¶154 
In the case of South Slavonic oral tradition, comprised of many short separate epic 
songs, this means that a particular song will display at once individual characteristics arising 
IURPWKHVLQJHU¶Vpersonal outlook and poetic talent, certain local or regional traits of a more 
general nature, and finally features such as ten-syllable metric form, common phraseology 
and subjects etc. pertaining to the most general supranational or pantraditional level. As the 
previous discussion suggested, these levels are not necessary in harmonious relation, and can 
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even collide and contradict each other; for instance, the VLQJHU¶V personal views can contradict 
the perspective commonly found in his or her local oral tradition, whereas local traits can 
differ or depart from the (supra)national oral traditional features. 
A convenient illustration of these personal, regional and social differences can be 
found in the South Slavonic songs about Marko KraljeYLü9ODGDQ1HGLü, for example, argued 
that hajduk 7HãDQ 3RGUXJRYLü pictures Marko as a hajduk rather than a medieval knight, 
whereas the blind singers from Srem, who frequented nearby monasteries and churches and 
often performed on religious holidays and in churchyards, celebrate Marko as a protector of 
patriarchal family values or portray him as a more noble and Christian hero.155 Moreover, 
0DUNRLVVRPHWLPHVSUHVHQWHGDVDQHJDWLYHKHUR)RULQVWDQFH6WDUDF0LOLMDIURP.RODãLQ in 
his VRQJ µ6HVWUD /HNH .DSHWDQD¶ SRUWUD\V 0DUNR DV D EUXWDO YLROHQW HOHPHQWDU\ IRUFH. 
Similarly, Mirjana Drndarski informs us that Marko is often a negative character in the oral 
tradition from Dalmatia.156 But, while such a picture of Marko in Dalmatia, according to 
Drndarski, can be associated with the late nineteenth-century ethnic animosity of the local 
Roman Catholics towards 2UWKRGR[&KULVWLDQVDVWKHEHDUHUVRI0DUNR¶Vcult in Dalmatia,157 
QR VXFK FDVH FDQ EH PDGH DERXW 0LOLMD¶V VRQJV +Ls implicit critique thus seems to derive 
from specific regional social values and demands. Namely, .DUDGåLü¶VIULHQG'LPLWULMH)UXãLü
informs him about SLPD0LOXWLQRYLü¶VILQGLQJViQ0RQWHQHJURµGDMHSDGHQLMHVUEVNFDUVWYD
PDVOR.UDOMHYLüD0DUND¶DQGVLPLODUFULWLFLVPRI0DUNRfor his loyalty to the Sultan can be 
IRXQG HYHQ LQ 1MHJRã¶V Gorski vijenac.158 Nevertheless, one cannot exclude an explanation 
WKDW UHOLHV RQ 0LOLMD¶V SHUVRQDO DIILQLWHV -RYDQ 'HUHWLü DQG 3HWDU 'åDGåLü, for example, 
pinpoint certain unique and distinctive features of the songs collected from this singer. What 
LV PRUH 'HUHWLü QRWices WKDW µLVWL SHVQLN X MHGQRM SHVPL >%DQRYLü 6WUDKLQMD ± A. P.] ljubi 
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RSUDãWD QHYHUX X GUXJRM µ6HVWUD /HNH NDSHWDQD¶ åHQX ]D PQRJR PDQML JUHK EUXWDOQR
NDåQMDYD¶159 This all illustrates different perspectives expressed in South Slavonic oral songs 
and the possible tensions between personal, local and pantraditional aspects of oral tradition, 
showing that different singers can adopt quite a distinctive, even critical approach to their 
local or national oral tradition. 
As a way of a summary, then, the abundance of various evidences, only briefly 
presented here as an illustration, speak in favour of the claims raised by contemporary oral 
WKHRULVWVWKDWµ%DNKWLQ¶VYHUVLRQRIHSLFKDVQHYHUH[LVWHG± indeed, as a theory it ignores what 
has always been present LQ HSLF¶V GLDORJLF YRLFHV¶ 160  I will adopt these insights in the 
discussion of various songs and their different versions to explore and confront various 
perspectives and diverse political standpoints articulated from different social and spatial 
positions. In addition, the discussion of tribal outlook of local oral tradition and the songs 
influenced by Bishop Petar, in chapters two and three respectively, will enable us to access 
the apparent duality of perspectives LQWKHVRQJVRIĈXUR0LOXWLQRYLüLQFKDSWHUIRXUDQGWR
see how these views sometimes intersect, contradict each other and collide even within a 
realm of a single song. 
In short, while thinkers like Hegel and Bakhtin describe epic in accordance with their 
overreaching theoretical constructions of literary genres, specialists in the field of oral studies 
emphasize the variety and complexity of different epic traditions and articulations, rejecting 
the idea that epic speaks only one voice and could be simply identified with the view 
characteristic of the dominant class or the ruling ideology. The sample of Montenegrin epics 
considered in this research offers one such instance that enables us to investigate these issues 
further and with scholarly precision. 
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Chapter 1. The Concepts of Oral Traditional, Transitional and 
Nontraditional Texts 
 
 
 
 
 
 
This chapter establishes the concepts of oral traditional, transitional and nontraditional 
texts, which will form the theoretical basis of this study. In the first section, the concepts of 
oral traditional song and oral tradition, as described in Parry-Lord theory of oral composition, 
will be presented. This survey will show that the fundamental characteristic of oral song is its 
performative character, and that the patterns of oral composition and distribution are 
essentially different from those of written literature. Consequently, it will be suggested that it 
is impossible simply to import an entire oral tradition as such into the literary sphere, or to 
preserve and restore it fully in textual form. Its documentation, therefore, always involves 
elements of selection, representation and editing. Nonetheless, I will argue that, when 
accurately documented, transcribed and edited, published collections of oral songs are 
illustrative of a given oral tradition and enable its scholarly analysis. 
In the second part of the chapter, Parry-/RUG WKHRU\ LV VXSSOHPHQWHG E\ /RUG¶V DQG
)ROH\¶VPRUHUHFHQWDQDO\VHVRIWKH6RXWK6ODYRQLFRUDOWUDGLWLRQDQGLWVGRFXPHQWDWLRQDQG
textual representation, in which they argue that a number of South Slavonic songs published 
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as oral folk songs contain various literary elements and nontraditional features. Although Lord 
and Foley do not offer a systematic account or classification of such songs, they nevertheless 
examine a variety of South Slavonic texts and identify some distinctive cases and groups. 
Such songs thus exhibit features like consistent rhyme, complex phraseology and lexis, and 
were typically documented from the literate and educated authors, who adopted a literary 
style and non-traditional outlook. They also contain wider historical knowledge and foster 
ideas and views unusual for traditional songs. Another exemplary group of such songs were, 
however, written down from genuine oral singers but were more influenced by collectors or 
already published collections. To give an example, I will contend that later nineteenth-century 
singers sometimes composed songs on the request of collectors, and that their songs 
occasionally directly reproduce a series of verses from contemporary literary epics or already 
published collections. In this respect, these compositions can only be perceived as imitations 
of an oral tradition. Finally, certain songs included in song collections have a recognizable 
literary origin and were composed by literate poets inspired by oral tradition. 
In the next section, I distinguish several basic categories of texts in South Slavonic 
collections of oral songs. Texts that show no influence of literacy and printed collections, and 
were accurately written down or recorded from traditional oral singers, I take to be genuine 
examples of the South Slavonic oral tradition and will analyse them as such. In contrast, the 
poems composed by literate, professional poets educated outside oral traditional culture and 
only inspired by oral tradition later on, I will consider as essentially literary texts. It will be 
argued that collections of South Slavonic oral songs offer a continuum of published texts with 
various degrees of oral traditionality. Given our contemporary knowledge of genuinely oral 
traditional songs, their literary and nontraditional characteristics and their actual degree of 
traditionality can be determined and exemplified. Finally, I will argue that transitional South 
Slavonic texts are a distinctive generic form involving two principal modes of enunciation ± 
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literary notion of fixed textuality and oral performative principle of composition in 
performance in traditional oral-formulaic language. They emerged in two principal ways, 
either by educated writers adjusting their literary technique to accommodate an oral 
traditional content, or by oral singers appropriating originally literary characteristics to their 
oral performative manner and style. 
In the last part of the cKDSWHUWKHVHILQGLQJVZLOOEHDSSOLHGWRWKHZRUNVRI.DUDGåLü
and his contemporaries. I will demonstrate that early collectors often disregarded their 
proclaimed aims of accurately collecting and editing folk songs, and usually made a 
significant contribXWLRQ WR WKHLU FROOHFWLRQV E\ DGDSWLQJ DQG µFRUUHFWLQJ¶ WUDGLWLRQDO FRQWHQW
)XUWKHUPRUH , ZLOO VXJJHVW WKDW .DUDGåLü ZDV QRW H[FHSWLRQDO LQ WKLV UHVSHFW EXW UHOLHG RQ
comparatively rigorous scholarly methods and edited texts less obtrusively than many of his 
FRQWHPSRUDULHV7KLVLQGLFDWHVWKDW.DUDGåLü¶VFROOHFWLRQVLQJHQHUDOFDQEHWDNHQDVDVRXUFH
of information about the early nineteenth century oral tradition and traditional outlook and 
style. The chapter finishes with a preliminary discussion of Montenegrin songs published in 
Narodne srpske pjesme and their classification into three categories according to the overall 
OHYHORIWKHLURUDOWUDGLWLRQDOLW\µ3RS&UQRJRUDFL9XN.RSULYLFD¶µâHKRYLü2VPDQ¶µ'LMRED
6HOLPRYLüD¶DQGWKHWZRVRQJVDERXW WKH EDWWOHRI0RUDþDZLOOEHFODVVLILHGDVJHQXLQHRUDO
traditional songs and taken as fully representative of the local oral tradition of the time. The 
WZRVRQJVDERXWWKHEDWWOHVDJDLQVW0HKPHW3DVKDZKLFK.DUDGåLüODWHUDWWULEXWHGWR%LVKRS
Petar, will be taken as transitional texts that display the characteristics of both literary and oral 
WUDGLWLRQDOPDQQHU DQG VW\OH)LQDOO\ WKH IRXU ODVW VRQJV WKDW.DUDGåLüFROOHFWHG IURPĈXUR
0LOXWLQRYLü&UQRJRUDFZLOOEHUHJDUGHGDVDVHSDUDWHJURXSQDPHO\DVWUDGLtional songs with 
nontraditional elements. 
 
The Concepts of Oral Traditional Song and Oral Tradition 
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,Q RUGHU WR GLIIHUHQWLDWH RUDO WUDGLWLRQDO IURP QRQWUDGLWLRQDO WH[WV LQ .DUDGåLü¶V
collections, I will begin by introducing the concept of oral traditional song and oral tradition 
as developed in Parry-Lord theory of oral composition, and then supplement these views by 
/RUG¶VDQG)ROH\¶VODWHUDQDO\VLVRIWUDQVLWLRQDOWH[WV 
Parry and Lord conducted their research in former Yugoslavia, where oral tradition 
still lived on among predominantly illiterate oral singers, who composed their songs using a 
repertoire of traditional formulas and patterns inherited from the oral tradition. South Slavonic 
singers, as described in Parry-Lord theory, learn to master a particular language, reservoir of 
formulas, phraseological units and themes, during the long process of apprenticeship. They 
listen to others from their youth onwards and then take their initial steps on a traditional 
instrument, the gusle. At first, they play the gusle informally and privately, then to their 
fellow shepherds, and only after long practice do they become ready to make complex 
performances and to address adult guests or a wider audience. What they learn are the patterns 
of oral tradition, a set of impersonal metrical rules and adequate phraseological expressions 
that they will use and transmit to later singers. In other words, they do not actually memorize 
songs by heart but develop procedures for recomposing them during each performance. 
The process of oral composition and distribution investigated by Parry and Lord was 
therefore essentially different from written literature. Rather than an individual poet, the 
traditional singer is actually a performer, distributor and perpetuator of the tradition; and the 
result of his every performance is a singular instance of that tradition.161 This means that the 
mode of existence of oral song is not a fixed text, but the general contours of a story (or a 
theme LQ 3DUU\¶V DQG /RUG¶V WHUPLQRORJ\ VXFK DV WKH ZHGGLQJ RI 0DUNR .UDOMHYLü WKDW LV
articulated differently during each performance. Consequently, written down or recorded oral 
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text is a document that fixes one singular performance of that story or theme and only 
represents one instance of a given oral tradition.162 
These conclusions immediately give rise to a problem concerning the representation of 
an oral song tradition. How is it possible to represent it comprehensively and accurately in a 
fixed form, when its mode of existence, according to Parry and Lord, is dynamic and 
unstable? In other words, as Harry Levin observed in his foreword to The Singer of Tales, the 
Parry-/RUG WKHRU\ VHHPV WR VXJJHVW WKDW µWKHYHU\ FRQFHSWRIRUDO WH[W LV D FRQWUDGLFWLRQ LQ
WHUPV¶ ,W LV LQVWUXFWLYH WR VHH KRZ 3DUU\ DQG /RUd themselves responded to this problem. 
Their approach was to try to cover a certain region as thoroughly and accurately as possible; 
that is, to be present on the occasions when oral songs were performed, to meet distinguished 
singers from that area, and to record their entire repertoire. In addition, they also tried to edit 
these songs correspondingly. Thus, they published songs from different areas in separate 
volumes and divided the volumes into sub-sections devoted to individual singers. Finally, 
they made no changes or amendments to the texts they recorded, and documented songs from 
a certain region irrespectively of their artistic quality or aesthetic value. In that way, as Parry 
and Lord believed, the local oral tradition would be most adequately and accurately 
represented. 
7KHUHLVKDUGO\DGRXEWWKDW3DUU\¶VDQG/RUG¶VHQWLUHHQWHUSULVHDV1DJ\DQG0LWFKHOO
emphasize, may serve as a role model of scientific methodology in the humanities.163 Overall, 
their collection is not only the most comprehensive and the most accurately recorded 
collection of South Slavonic oral songs, but also counts as the largest collection of folk poetry 
worldwide with approximately 12.500 individual items and several thousands of epic songs, 
out of which so far only a few hundred have been selected for publication by Lord and later 
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editors. 164  In comparison, during his lifetime SimD 0LOXWLQRYLü FROOHFWHG OHVV WKDn two 
hundred and published 174 epic songs in his extended edition of Pjevanija 1MHJRã HGLWHG
sixty-two epic songs in Ogledalo srbsko DQGDVVLVWHG.DUDGåLüLQFROOHFWLQJDERXWRWKHU
HSLFVRQJV)LQDOO\.DUDGåLüKLPVHOI included 120 epic songs in the entire edition of Narodne 
srpske pjesme, and during his life published some three hundred different epic songs. 
1RQHWKHOHVVHYHQVXFKDPHWLFXORXVFROOHFWLRQDV3DUU\¶VDQG/RUG¶VLVIRUPHGE\LWV
editorial approach. Namely, as Parry and Lord often emphasized, their primary goal was not 
to document South Slavonic oral tradition as such but to determine how an epic poem of such 
length and complexity as the Iliad could be composed and transmitted in oral form and 
without the use of writing. It is with that goal in mind that they started collecting relatively 
short Christian epics, only to realize that there are singers whose songs are thousands of 
YHUVHVORQJDPRQJWKH0XVOLPVRI6DQGåDNDQG%RVQLD7KXVWKHLULQWHUHVWVRRQVKifted from 
the shorter Christian to the longer Muslim epic, and they particularly searched for singers with 
DZLGH UHSHUWRLUHRI VRQJV DQG WKHDELOLW\ WRSHUIRUP ORQJHSLFV VXFKDV$YGR0HÿHGRYLü
Certainly, such a decision was perfectly legitimate and in accordance with their goals. 
However, the important thing to realize is that even such a voluminous scholarly work was 
only able to cover specific geographic areas and epic subjects, and set itself a particular range 
of problems. 
To summarize, the discussion of oral tradition so far has shown that it is impossible to 
import it simply into the literary sphere or to preserve it in full in textual form. Its 
documentation, therefore, always involves elements of selection and representation, and 
depends on the views and aims of the collectors and editors. However, while these remarks 
should make us aware of the inherent problems and weaknesses of the textual representation 
of an oral tradition, under no circumstances should they lead to relativism or scepticism. To 
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put it simply, there is no other way of preservation and documentation of a living oral 
tradition than from its textualization, or, in more recent times, the audio and video recording 
of single performances. Such texts and recordings, made from the late fifteenth to twentieth 
century, present us with decisive evidence of centuries of a South Slavonic oral tradition. 
Finally, as far as early nineteenth century collections in particular are concerned, these may 
only offer a fragmentary picture of the overall oral tradition and often lack valuable data about 
their contributors and singers. However, they are nevertheless the only available source for 
studying this particular oral tradition ± its popular themes, subjects, characters or outlook. 
Insofar as these texts appear to be accurately collected, transcribed and edited, and come with 
a critical apparatus about their singers and the time and place of their documentation, they are 
illustrative of both a given oral tradition and of interferences with that tradition, and enable its 
scholarly analysis. 
 
Direct Copying and Word-for-word Memorization as Literary Features 
 
One of the main criteria Lord offers for the distinction between traditional, transitional 
and nontraditional texts is that between composition in performance as a fundamental oral 
SULQFLSOHDQG WKHQRWLRQRI WKH IL[HG WH[WDVD OLWHUDU\ IHDWXUH$VKHSRLQWVRXW µRQHRI WKH
important differences between an oral traditional singer and a nontraditional one is the fact 
that the traditional singer does not think in terms of fixed textuality, whereas the 
QRQWUDGLWLRQDOVLQJHUGRHV¶165 This induces Lord to suggest that the notion of fixed textuality 
could be taken as the distinctive factor between them. Lord takes as the point when a 
traditional singer EHFRPHV D QRQWUDGLWLRQDO SRHW WKH PRPHQW µZKHQ KH EHJLQV WR WKLQN RI
UHDOO\IL[HGOLQHVZKHQKHDFWXDOO\PHPRUL]HVWKHP¶166 Lord thus proposes one criterion for 
                                                 
165
 Lord, The Singer Resumes the Tale, p. 213. 
166
 Ibid., p. 213. 
 63  
the differentiation between traditional and nontraditional songs ± nontraditional singers 
develop a notion of fixed textuality and attempt to memorize the literal content of the song 
they repeat. 
/RUG¶V FULWHULRQ PLJKW DSSHDU YDJXH DQG UDWKHU PHWDSKRULFDO VLQFH LW LV KDUG WR VHH
how such a moment could actually be identified. Nonetheless, let us first consider the core of 
his argument, which rests on composition in performance as the fundamental principle of the 
oral tradition. Both Parry and Lord repeatedly insist that what actually matters is not whether 
the song is simply recited orally or not, but whether it is composed and performed according 
to the principles of oral composition. In 3DUU\¶VZRUGV µ>Q@RJUDYHUPLVWDNHFRXOGEHPDGH
than to think that the art of the singer calls only for memory ... the oral poem even in the 
mouth of the same siQJHULVHYHULQDVWDWHRIFKDQJH¶167 In other words, it is the rule of oral 
composition that, unless it is fossilized in textual form, a song constantly changes from one 
performance to another, and one singer to the next. Lord, for his part, also reminds us that 
µRUDO    GRHV QRW PHDQ PHUHO\ RUDO SUHVHQWDWLRQ    ZKDW LV LPSRUWDQW LV QRW WKH RUDO
SUHVHQWDWLRQ EXW UDWKHU WKH FRPSRVLWLRQ GXULQJ SHUIRUPDQFH¶168 He even goes so far as to 
FODLPWKDWµVDFUHGWH[WVZKLFKPXVWEHSUHVHUYHGZRUGIRUZRUGLIWKHre be such, could not be 
RUDOLQDQ\H[FHSWWKHPRVWOLWHUDOVHQVH¶169 Such a strict distinction between memorization or 
reproduction on the one hand, and free composition and re-creation on the other, has become 
a matter of dispute. Examples from Somali, Alaskan or Vedic oral traditions have been used 
in support of the possibility of a verbatim reproduction of oral songs. But even scholars like 
Ruth Finnegan, who argues against such a strict distinction between memorization and 
composition in performance, sWLOODGPLWWKDWµ>D@VVRRQDVRQHORRNVKDUGDWWKHQRWLRQRIH[DFW
verbal reproduction over long periods of time, it becomes clear that there is very little 
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HYLGHQFHIRULW¶170 $FFRUGLQJWR,DQ0RUULVµ/RUG¶VPRGHORIDQLQVLVWHQWFRQVHUYDWLYHXUJH
for WKHSUHVHUYDWLRQRIDQHVVHQWLDOLGHDEXWLQDIOXLGFRQWH[WLVPXFKFORVHUWRWKHQRUP¶171 
To be sure, the principle of composition in performance does not necessarily need to 
be recognized as such by the oral singers themselves. As far as the South Slavonic context is 
concerned, singers interviewed by Parry and Lord typically claim to reproduce the songs 
H[DFWO\ DV WKH\KDYHKHDUG WKHPĈHPDLO=RJLü IRU LQVWDQFHHYHQERDVWHGRIEHLQJDEOH WR
memorize the song of another singer immediately after the perIRUPDQFH +RZHYHU 3DUU\¶V
DQG /RUG¶V UHFRUGV VKRZHG WKDWZKHQ=RJLü DFWXDOO\SHUIRUPHG WKH VRQJKHKDG MXVWKHDUG
IURP DQRWKHU VLQJHU WKH WZR YHUVLRQV GLIIHUHG FRQVLGHUDEO\ DQG WKDW HYHQ =RJLü¶V RZQ
version changed to a certain extent in later performances over the years.172 It appears that 
=RJLü¶VQRWLRQRIIDLWKIXOUHSURGXFWLRQGRHVQRWLQYROYHWKHH[DFWUHSURGXFWLRQRIHYHU\VLQJOH
word. Ian Morris summarizes the point as follows: 
The idea of exact reproduction that we hold, as members of a literate society, does not exist in 
oral cultures... certain controls over elements of plot and devices of epic distance... will apply, 
but neither the poet nor his hearers wish for more than this. This observation has been made 
by nearly all ethnographers interested in oral poetry and is one of the most securely 
established generalizations.173 
 Since composition in performance and free recreation of the adopted material do 
seem to constitute the distinctive characteristic of oral tradition, this feature can be used to 
determine the degree of oral traditionality of a text or song. Perhaps, as I indicated earlier, it 
is impossible to literally capture the moment when a singer, as Lord says, µEHJLQVWRWKLQNRI
UHDOO\ IL[HG OLQHV ZKHQ KH DFWXDOO\ PHPRUL]HV WKHP¶174 What is possible, however, is to 
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compare different versions and to determine if they are so similar that they contradict the rule 
of oral composition in performance. As far as South Slavonic material is concerned, provided 
that we have the original or older version at our disposal, we can quite accurately measure 
the degree of precision in its reproduction in versions documented later on. 
 
Basic Characteristics of Transitional Texts 
 
Distinguishing between oral traditional and literary style and approach, Parry and Lord 
initially claimed that texts can only be either oral traditional or literary, and rejected the 
possibility of transitive or mixed forms. In his seminal work The Singer of Tales, Lord 
H[SOLFLWO\UHIXWHGWKHSRVVLELOLW\RIVXFKµWUDQVLWLRQDOWH[WV¶ 
It is worthy of emphasis that the question we have asked ourselves is whether there can be 
such a thing as a transitional text; not a period of transition between oral and written style, or 
between illiteracy and literacy, but a text, product of the creative brain of a single individual. 
[...] I believe that the answer must be negative, because the two techniques are, I submit, 
contradictory and mutually exclusive.175 
6XFK D FRQFOXVLRQ IROORZHG IURP 3DUU\¶V DQG /RUG¶V JHQHUDO XQGHUVWDQGLQJ RI RUDO
tradition and their fundamental hypothesis about the Iliad and the Odyssey as oral-dictated 
texts. Emphasizing the oral-formulaic character of the Homeric epic, they imagined Homer as 
DWUDGLWLRQDORUDOVLQJHU$V)ROH\ODWHUFRPPHQWHGµRQO\LI+RPHUZHUHKLPVHOIDQXnlettered 
bard, so went the original explanation, could he have composed the epic. Since there could be 
QR³WUDQVLWLRQDOWH[W´WKHRQO\UHFRXUVHIRUZULWLQJZRXOGEHGLFWDWLRQWRDQDPDQXHQVLV¶176 
Faced with different kinds of texts from these traditional oral epic songs composed 
and performed by South Slavonic oral bards, in his later work Lord acknowledges the 
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existence of transitional texts. Continued analyses of the Medieval and Old English epic, for 
which no data about their origin and documentation have been preserved, showed that they 
typically display both oral-formulaic and literary characteristics.177 This insight led Lord to 
conclude that µWKHUHVHHPWREHWH[WVWKDWFDQEHFDOOHGHLWKHUWUDQVLWLRQDORUEHORQJLQJWRWKH
first stage of written literaWXUH¶178 As Lord explains, his initial approach to such texts was to 
analyse the density of formulas as a test of their orality: 
The implication in our study of formula density at that time was that a poem which had many 
formulas was an oral poem and that one with few was not an oral poem. By an oral poem it 
was implied that it was a poem belonging to a tradition of oral verse-making²WRXVH3DUU\¶V
term²that is, to a tradition of singing and performing, and that the text before us was the 
product of a traditional singer dictating his song to a scribe. In retrospect, however, our 
thinking was too simplistic to cover the variety of situations in the medieval milieu.179 
Although at that point Lord still maintained that formulaic character is a fundamental 
characteristic of orality and necessary criterion for the certification thereof, he acknowledged 
that it alone might not be sufficient to determine orality. In addition to the density of formulas 
in a transitional text, says Lord, one also has to consider their oral-traditionality and the oral-
traditionality of the structures or systems to which they belong.180 Commenting on this article, 
)ROH\PDNHVWKHDGGLWLRQDOUHPDUNWKDWµRQHFDQQRWJHQHUDOL]HIUHHO\DERXWWKHWUDQVLWLRQ¶DQG
insists that it must be recognized that the nature and results of the merger depend on the life 
history of the individual and the role of literacy in his or her culture.181  
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There is an obvious advantage in discussing these issues in a South Slavonic context as 
compared to the Medieval European epic. As Lord writes, µZHKDYHHQRXJKLQIRUPDWLRQLQ
the South Slavic material to make that determination. There is an abundance of pure oral-
WUDGLWLRQDO 6RXWK 6ODYLF YHUVH H[WHQGLQJ RYHU VHYHUDO FHQWXULHV¶ 182  It enables us to 
reconstruct a genuine oral traditional style and phraseology, and to depict a number of 
WUDGLWLRQDO VXEMHFWV IRUPXODV DQG WKHPHV ,Q DGGLWLRQ .DUDGåLü¶V DQG RWKHU QLQHWHHQWK
century South Slavonic collections of folk songs usually contain data about the singers, 
contributors, editors and collectors. Such information are usually not comprehensive but 
nevertheless the collections often contain some background information about the date and 
place of transcription, the name of the singer and a short biography. All this allows us to 
exDPLQHVXFKDWH[WDV)ROH\DQG/RUGZULWHLQWKHFRQWH[WRIDVLQJHU¶VELRJUDSK\WKHUROH
of literacy in his or her culture, and the overall oral-traditionality of structures and systems 
adopted in the songs. 
The recognition of transitional texts inspirHG/RUG¶VIXUWKHUDQDO\VHVRI WKHFRQWDFWV
between the worlds of orality and literacy in the South Slavonic context. Although Lord did 
not offer a systematic account or classification of such works, he examined a variety of 
traditional, transitional and nontraditional texts and identified some distinctive cases. After 
discussing some of his analyses, I will distinguish transitional texts composed by literate 
poets from those representing textualised performances of oral singers. 
a. Transitional Texts in South Slavonic Tradition Composed by Literate Authors 
The first group scrutinised by Lord are South Slavonic texts written by literate authors 
well versed in traditional style and manner. $VPHQWLRQHGHDUOLHU/RUG¶V LQLWLDO UHMHFWLRQRI
transitional texts meant that they therefore could only be either oral or literary. Consequently, 
in The Singer of Tales KHUHIHUUHGWR1MHJRã¶VFROOHFWLRQOgledalo srbsko and other works that 
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adopt traditional elements but were written by literate, educated authors, such as Andrija 
.DþLü 0LRãLü¶V Razgovor ugodni naroda slovinskoga DV OLWHUDU\ ZRUNV µVWULNLQJO\ FORVH
though they may sometimes be to the folk epic, [they] are nevertheless definitely written 
ZRUNV¶183 In later articles, Lord adopts a different attitude towards such works, and suggests 
WKDW 1MHJRã SDVVHG IURP D WUDGLWLRQDO VLQJHU LQ KLV HDUO\ \HDUV WR D OLWHUDU\ SRHW184 Firstly, 
/RUG WDNHV LQWR FRQVLGHUDWLRQ VHYHUDO HDUO\ VRQJV E\ 1MHJRã SXEOLVKHG E\ KLV WXWRU 6LPD
0LOXWLQRYLüLQKLVVHFRQGPjevanija in 1833. Following the analyses of these songs by Vido 
/DWNRYLü185 /RUG TXRWHV WKH RSHQLQJ YHUVHV RI WKH VRQJV µ&UPQLþDQL¶ 1R  DQG µ0DOL
5DGRMLFD¶ 1R DQG FRQFOXGHV WKDW WKH\ DUH HQWLUHO\ ZULWWHQ LQ WUDGLWLRQDO HSLFZRUGLQJ
µIDPLOLDU WR DQ\RQH NQRZLQJ WKH WUDGLWLRQDO VRQJV¶186 These songs are thus oral traditional 
VRQJVWKDW\RXQJ1MHJRãOLNHDQ\0RQWHQHJULQRIKLVWLPHKDGOHDUQHGGXULQJKLV\RXWKLQD
society with a strong oral epic tradition. Several other songs in the collection, Lord suggests, 
were not leaUQWE\1MHJRãIURPRWKHUVLQJHUVEXWFRPSRVHGDQHZLQWKHWUDGLWLRQDOPDQQHU187 
/RUG IRFXVHVRQD VRQJ FDOOHG µ1RYDSMHVQD FUQRJRUVND RYRMQL5XVDK L7XUDNDKSRþHWRMX
1828. godu¶ DQG LQGLFDWHV WKDW LW KDV PXFK LQ FRPPRQ ZLWK WUDGLWLRQDO VRQJV DERXW UHFHQW
events sung by illiterate local singers but also contains certain nontraditional elements. As he 
H[SODLQVLQµ1RYDSMHVQDFUQRJRUVND¶ 
there are elements not belonging to traditional style which reflect the cult of the gusle and the 
influence of Serbian nationalism. After a contrived evocation to the vila DVNLQJWKDWVKHµbring 
togeWKHU DOO YRLFHV LQWR WKH JXVOH¶ the song itself opens ZLWK D VWDWHPHQW RI GDWH µIn one 
thousand eight hundred / and half of the twenty-seventh year¶ an element not found in truly 
traditional epic.188 
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%HFDXVHRIWKHVHQRQWUDGLWLRQDOIHDWXUHV/RUGDUJXHVµZHDUHMXVWLILHGLQFRQVLGHULQJ
WKHSHULRGRI1MHJRã¶V RXWSXWRI³QHZVRQJV´ZULWWHQE\KLPVHOIDQGQRWOHDUQHGIURPVLQJHUV
DV WUDQVLWLRQDOEHWZHHQ WKHRUDOVW\OHDQG WKHZULWWHQ¶189 /RUG WKHQEULHIO\ IROORZV1MHJRã¶V
literary evolution and considers his later famous works like /XþD 0LNURNR]PD and Gorski 
vijenac. Even though they were also predominantly written in epic decasyllable, with 
occasional use of formulas and other elements of traditional style, Lord concludes that they 
are nonetheless clearly written, literary works composed by an educated poet. NjeJRã¶V
literary work and career, therefore, offer a variety of forms, from genuine oral traditional 
songs and transitional texts to literary epics inspired by the oral tradition.190 
Lord finds a similar diversity of texts with varying degrees of traditionalit\LQ.DþLü¶V
Razgovor ugodni naroda slovinskoga /LNH 1MHJRã .DþLü ZDV LPPHUVHG LQ WKH WUDGLWLRQDO
VW\OHIURPKLV\RXWKDQGDVKHKLPVHOIUHODWHVWUDYHOOHGZLWKJXVOHLQKLVKDQGVµRG6NDGUDGR
=DGUD RG 0RVWDUD GR .RWDUD¶ 191  In the spirit of EnlightenmeQW .DþLü FRPSRVHG KLV
Razgovor in the style of traditional poetry in order to make them accessible to the larger 
SXEOLF+RZHYHUHYHQWKRXJK.DþLüOLNHGWKHVHWUDGLWLRQDOHSLFVRQJVKHZDVVXVSLFLRXVRI
their historical veracity and wrote his Razgovor as a unified history of the South Slavs that 
seems to be founded more on available chronicles, histories, documents and personal accounts 
WKDQ RQ IRON HSLFV 6FKRODUV XVXDOO\ FRQVLGHU RQO\ WZR RXW RI  VRQJV IURP .DþLü¶V
RazgovorµäHQLGED6LELQMDQLQ-DQND¶DQGµ'UDJRPDQ'LYRMND¶WREHJHQXLQHRUDOWUDGLWLRQDO
songs. In addition to being fully traditional with regard to their manner and style, both appear 
DIWHU.DþLü¶VH[SOLFLWFRPPHQW WKDW WKH WZRVRQJVZHUHZLGHVSUHDGDPRQJ WKH6RXWK6ODYV
although perhaps not completely reliable as historical sources. 192  Lord goes further in 
H[DPLQLQJ.DþLü¶VVW\OHDQGLQSXWDQGDQDO\VHVLQPRUHGHWDLOWKHUHODWLRQEHWZHHQWUDGLWLRQDO
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and nontraditional elements in the songs from Razgovor. Considering in particular the 
bHJLQQLQJ RI WKH ILUVW VRQJ HQWLWOHG µ3LVPD 5DGRYDQD L 0MHORYDQD¶ /RUG VKRZV WKDW LWV
RSHQLQJ OLQHV µ.QMLJX SLãH RG .RWDUD NQHåH _ 3R LPHQX VWDUDF 5DGRYDQH _ 7HU MH ãDOMH
SREUDWLPXVYRPX_0MHORYDQXRGJRULFHFUQH¶DUHIXOO\WUDGLWLRQDODQGKDYHPDQ\ parallels in 
RWKHU6RXWK6ODYRQLFRUDOWUDGLWLRQDOVRQJV+RZHYHU/RUGFRQWLQXHV.DþLüWKHQLQWURGXFHV
FHUWDLQQRQWUDGLWLRQDOHOHPHQWVVXFKDVWKHFRQVLVWHQWUK\PLQJLQWKHYHUVHVµ8NQML]LJDOLSR
SR]GUDYOMDãH _WHURYDNRVWDUDFEMHVLÿDãH _³0MHORYDQHVYDMHYMHNDQDWH _SUREXGLVHELüH
EROMH]DWH´¶193 Furthermore, Lord argues that in addition to end rhyme, the correspondence 
between the characters bears other characteristics of the literary epistolary style of the time. 
His conclusion is that µWKH OHWWHUV IURP.DþLü 1R , VWHP IURP WKDW OLWHUDU\JHQUH QRW IURP
WUDGLWLRQDOHSLFDOWKRXJKWKHIRUPXODVRIWKHIUDPHDUHWUDGLWLRQDO¶194 
7KH DQDO\VHV RI 1MHJRã¶V DQG .DþLü¶V ZRUNV WKXV OHG /RUG WR FKDQJH KLV SUHYLRXV
FODLPV DQG WR FRQFOXGH WKDW µWKHUH are [italics A.L.] transitional texts in South Slavic epic, 
SUREDEO\ VHYHUDO NLQGV¶ 195  6RPH µZHUH ZULWWHQ E\ DXWKRUV ZKR ZHUH HLWKHU PHPEHUV
themselves of the traditional community or had become immersed in the traditional poetry to 
the point that they could compose as a member of that community, even if they had been 
EURXJKWXSLQDYHU\ZULWWHQOLWHUDU\PLOLHX¶196 Certain texts that, like the opening song from 
.DþLü¶V Razgovor, show a tendency towards consistent rhyming couplets and have a 
UHFRJQL]DEOHOLWHUDU\RULJLQDUHDV/RUGVD\VµUDWKHUOLWHUDU\WKDQWUDQVLWLRQDO¶197 Others were 
written in the traditional st\OHZKLFKPDNHV VXFKDGLIIHUHQWLDWLRQPXFKKDUGHU µ7KLV LV VR
WUXH RI .DþLü WKDW PDQ\ RI KLV SRHPV DUH LQGLVWLQJXLVKDEOH IURP JHQXLQH RUDO WUDGLWLRQDO
songs. In those, he shows himself as an outsider who has become an insider, or who can 
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compose as one.¶ 198  It appears that Lord here applies the term transitional text only to 
particular texts that successfully merge both forms, which were written by literate authors 
raised in the traditional oral milieu or exceptionally well versed in oral traditional style.199  In 
RWKHU ZRUGV LQ /RUG¶V YLew transitional text is more than a mere imitation of the oral 
tradition: it needs to be both oral traditional and literary, but not to the point where literary 
elements and nontraditional subjects and perspective quite clearly dominate over traditional 
ones. 
7R VXPPDUL]H /RUG¶V DQDO\VHV KHOS XV V\VWHPDWL]H RQH SDUWLFXODU JURXS RI 6RXWK
Slavonic texts ± written or composed by literate poets immersed in the oral tradition ± by 
differentiating three distinct cases. Only insofar as a literate poet acts purely as collector-
performer and accurately reproduces oral traditional songs without his or her own editorial 
and artistic input can such a text be taken as oral traditional: among these are µäHQLGED
6LELQMDQLQ-DQND¶DQGµ'UDJRPDQ'LYRMND¶ IURP.DþLü¶VRazgovor, or µ&UPQLþDQL¶DQGµ0DOL
5DGRMLFD¶IURP0LOXWLQRYLü¶VPjevanija, SHUIRUPHGE\WKH\RXQJ1MHJRã If, however, such a 
text is written or composed in a literary style, then it should be described as a literary text, as 
LVWKHFDVHZLWK1MHJRã¶VODWHUZRUNVRUVRPHVRQJVIURP.DþLü¶VRazgovor of clearly literary 
origin. Finally, if such a text resembles oral traditional songs in both subject and style, it 
might be classified as a transitional text. It contains a distinctive combination of, on the one 
hand, subjects, themes, oral formulas and formulaic expressions that are part of the oral 
tradition and are commonly used by traditional singers and, on the other, literary features 
introduced E\ DQ HGXFDWHG SRHW $FFRUGLQJ WR /RUG¶V GLVFXVVLRQ 1MHJRã¶V µ1RYD SMHVPD
FUQRJRUVND¶DQGPDQ\VRQJVIURP.DþLü¶VRazgovor belong to this group.200 
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 These are certainly not the only instances of transitional texts in the South Slavonic 
WUDGLWLRQ,ZRXOGDUJXHWKDWRWKHUH[DPSOHVFRXOGEHIRXQGLQ1MHJRã¶VOgledalo srbsko and 
other later collections as well. To giYHRQHH[DPSOH1MHJRã¶VFROOHFWLRQLVFRPSULVHGRIWKUHH
groups of songs; nine songs about the Serbian uprising which he took IURP.DUDGåLüDQGWR
which he made no changes. Several other songs appear to be original nontraditional 
compositions; some were composed by Bishop Petar or his associates, and others still were 
ZULWWHQE\1MHJRãKLPVHOI:KLOHWKHVHVRQJV W\SLFDOO\FRQWDLQQRQWUDGLWLRQDO IHDWXUHVVXFK
as those mentioned in the previous discussion, they also show oral traditional characteristics 
but DUHVWLOODV/RUGZRXOGVD\µUDWKHUOLWHUDU\WKDQWUDQVLWLRQDO¶0RVWWH[WVLQWKHFROOHFWLRQ
however, are of a different type ± WKHVHDUH WUDGLWLRQDO ORFDO VRQJV WKDW1MHJRã VHOHFWHGDQG
edited. They are not preserved in manuscripts, and it is therefore impossible to determine the 
H[DFW DPRXQW RI DPHQGPHQWV PDGH E\ 1MHJRã KLPVHOI 1HYHUWKHOHVV D QXPEHU RI VFKRODUV
have argued that his strong editorial impact on them is apparent.201 Insofar as these texts 
present a combination of oral traditional featureVZLWK1MHJRã¶VRZQDPHQGPHQWVPDGHLQD
traditional manner, they too can be approached from the perspective of transitional texts. 
 
b. Transitional South Slavonic Songs Documented from Oral Singers 
Another question that stems from previous discussion would be the following one: is a 
reverse process possible? That is, can an already fixed and published text become adopted or 
readopted by oral tradition? Alan Jabbour postulated such case in the context of Old English 
poetry, and proposed the definition of trDQVLWLRQDOWH[WµDVDWH[WZKLFKWKRXJKDSSURSULDWHG
from written into memorial tradition, has not yet been subjected to the full gamut of 
                                                                                                                                                        
medium to produce a written, and thus fixed, literary text in the manner of the folk epic, and he does so not for 
the purpose of composition in performance, or the free recomposition of a general theme in the manner of a 
traditional singer. 
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WUDGLWLRQDOPRGLILFDWLRQDQGUHPDLQVFORVHWR LWVZULWWHQH[HPSODU¶202 The problem with this 
description, as Jabbour himself DGPLWV LV LWVVSHFXODWLYHQDWXUH µ:HFDQQHYHUEHVXUH WKDW
the memorial interpretation just presented, or any other interpretation, actually fits the facts of 
Old English tradition. The facts which have not been lost forever are imbedded in debatable 
KLQWVDPELJXRXVVXJJHVWLRQVDQGIUDJPHQWVRIHYLGHQFH¶203 
South Slavonic context provides a safer ground for such discussion, and enables us to 
identify transitional texts documented from singers who adopt a notion of fixed textuality but 
also retain to some extend the principle of composition in performance. This consideration, 
therefore, provides a more systematic account of a possible merger between the worlds of 
literacy and orality and indicates the ways in which the elements of literary culture can be 
introduced in an oral tradition by the singers themselves. 
Lord was fully aware of the enormous influence of the popular published collections 
on the singers that he and Parry met during their fieldwork. In the article entitled µThe 
Influence of a Fixed Text¶,204 he analysed several cases of contacts between the printed text 
and songs later recorded directly from the singers, and identified several possible results of 
such combination. In particular, Lord traces the impact of the popular and frequently reprinted 
VRQJVWKDW.DUDGåLüFROOHFWHGIURP7HãDQ3RGUXJRYLüRQWKHVRQJVDERXWWKHVDPHKHURHVDQG
events recorded by Parry and Lord more than a century later. Lord distinguishes three 
categories of texts in the Parry-Lord collection. While the first are independent of the 
.DUDGåLüWUDGLWLRQDQGµ³SXUH´LQWKHLUWUDGLWLRQDORUDOLW\¶WKHVHFRQGDUHDPL[WXUHRIDGRSWHG
DQG WUDGLWLRQDO HOHPHQWV µHYHQ ZKHQ D VLQJHU ZKR FDQ ZULWH FRSLHV LW KH PDNHV FKDQJHV
tending to express some lines in the formulas to which he is most accustomed in his own 
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singing. Even as FRS\LVWKHUHPDLQVWRVRPHH[WHQWDWUDGLWLRQDOVLQJHU¶205 Finally, texts from 
WKHWKLUGJURXSDUHµQRWKLQJPRUHWKDQUHOLFVRIHSLFWUDGLWLRQDQGFOHDUFDVHVRIGLUHFWFRS\LQJ
or word-for-word memorization.¶206 
$YGR0HÿHGRYLü¶VµäHQLGED6PDLODJLü0HKD¶ offers one such example of a genuine 
oral traditional song SURGXFHGIURPDQDOUHDG\SXEOLVKHGWH[W0HÿHGRYLüZDVDQH[FHSWLRQDO
singer; Parry and Lord described him as the most talented of all Yugoslav singers they worked 
with.207 $OWKRXJK0HÿHGRYLüZDVDQLOOLWHUDWHWUDGLWLRQDOVLQJHUKHVRPHWLPHVXVHGSXEOLVKHG
FROOHFWLRQVWROHDUQDQHZVRQJ7KLVLVKRZKHOHDUQHGWKHVRQJµäHQLGED6PDLODJLü0HKD¶, 
which was read to him by a friend, from a late nineteen-century collection of folk songs 
published by Friedrich S. Krauss.208 :KHQ0HÿHGRYLüODWHUSHUIRUPHGKLVRZQYHUVLRQRIWKLV
song, he added further elements of ornamentation, developed the characters and expanded the 
song from 2200 verses to over 12000 verses. Thus, although WKHVRQJ¶VVRXUFHFDQFOHDUO\EH
found in a published collection, in this particular case this fact hardly lessens its oral 
WUDGLWLRQDOFKDUDFWHU0HÿHGRYLüDV/RUGVD\VµGLGQRWFRQVLGHUWH[WLQWKHERRNDVDQ\WKLQJ
more than the performance RIDQRWKHUVLQJHU¶.209 The result is the same as if one singer had 
heard it from another singer as a part of the living oral tradition. The difference is simply that 
the distribution of the song from one traditional singer to another is achieved with the aid of a 
different medium. 
However, even oral traditional singers can sometimes behave as nontraditional ones. 
Matija Murko reports of an interesting example of this kind: 
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In earl\  WKH VLQJHU 7 9XþLü KDYLQJ EHHQ LQYLWHG E\ PH WR VLQJ WKH SRHP µ0DMND
-XJRYLüD¶IRUWKH6HPLQDUIRU6ODYLF3KLORORJ\LQ3UDJXHDVNHGIRUWKHWH[WFROOHFWHGE\9XN
.DUDGåLüZKLFKKHVWXGLHGDVVLGXRXVO\EHIRUHDSSHDULQJLQSXEOLF210 
In other words, although Tanasije 9XþLþ was a distingiushed traditional singer who performed 
his songs according to the rules of oral tradition, in this particular case he behaved contrary to 
his usual practice. The formal character and scholarly context of his performance, as well as, 
LWDSSHDUVKLVDSSUHFLDWLRQIRU WKLVSDUWLFXODUIDPRXVVRQJSXEOLVKHGE\.DUDGåLüDFHQWXry 
ago, all induced him to treat it as a fixed text and to try to reproduce it in his performance as 
accurately as possible. In other words, the singer in this case departed from the authority of 
RUDO WUDGLWLRQ ZKLFK LV LPSHUVRQDO LQ WKH QDPH RI WKH DXWKRULW\ RI .DUDGåLü¶V YHUVLRQ
established in literary tradition. Thus, although his performance was still oral in the literal 
sense, it did not actually follow the principle of composition in performance ± the notion that 
there is an authoritative version that should be accurately reproduced is essentially an idea 
from a literary world. 
 I would, therefore, classify as transitional those texts that represent performances of 
WKH VHFRQG W\SH LQ /RUG¶V GLVFXVVLRQ 7KH\ RIIHU D PL[WXUH EHWZHHQ IL[HG WH[W DQG RUDO
performance, and were documented from singers who adopt the notion of fixed textuality and 
exact reproduction but also continue, to some extent, to follow the principle of composition 
GXULQJ SHUIRUPDQFH ,Q DGGLWLRQ WR 3DUU\¶V DQG /RUG¶V UHFRUGLQJV FRPSUHKHQVLYH HDUO\
twentieth-FHQWXU\FROOHFWLRQVVXFKDVWKRVHRI1RYLFDâDXOLü1LNROD.DãLNRYLüDQG$QGULMD
/XEXULü IRU H[DPSOH FRQWDLQ PDQ\ LQVWances of this type.211 Typically, these texts present 
YHUVLRQVRISRSXODUVRQJVWKDWFORVHO\UHVHPEOH.DUDGåLü¶VWH[WVEXWVWLOOUHWDLQSHUIRUPDWLYH
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features that provide evidence of the contemporary oral tradition of a certain region and its 
singers. 
Previous discussion considered only singers influenced by the textualised 
performances of other singers, that is, previously published traditional oral songs. What would 
EH WKHLU UHVSRQVH LI WKH\HQFRXQWHUHGQRQWUDGLWLRQDOHSLFVRQJV VXFKDV WKRVH IURP.DþLü¶V
Razgovor"$FFRUGLQJWR/RUG¶VGLFWXPZHZRXOGH[SHFWWUDGLWLRQDOVLQJHUVWRLQWURGXFHRUDO-
formulaic elements to the literary text to a certain extent, for instance by avoiding series of 
consecutive rhymed couplets and unusual phraseology. In the following chapter, I shall argue 
that this is exactly how the two of .DUDGåLü¶V VLQJHUV SHUIRUPHG RULJLQDOO\ QRQWUDGLWLRQDO
songs about the battles against Mehmet Pasha. More precisely, I will suggest that these two 
VRQJV IURP .DUDGåLü¶V FROOHFWLRQ ZHUH RULJLQDOO\ OLWHUDU\ WH[WV FRPSRVHG LQ WKH PDQQHU RI
traditional songs by Bishop Petar or some of his associates, and that the versions published in 
6LPD 0LOXWLQRYLü¶V Pjevanija contain a number of literary features indicating their literary 
RULJLQ.DUDGåLü¶VYHUVLRQVLQGLVWLQFWLRQFRQWDLQPXFKPRUHWUDGLWLRQDOHOHPHQWVDnd show 
how these nontraditional features were partially adapted by oral singers. I will, therefore, 
FODVVLI\ WKH WZR VRQJV IURP 0LOXWLQRYLü¶V Pjevanija as essentially literary texts with an 
DEXQGDQFH RI QRQWUDGLWLRQDO HOHPHQWV DQG .DUDGåLü¶V YHUVLRQV DV transitional texts that 
combine oral and literary features. In other words, they exemplify another type of transitional 
texts, written down from oral singers who adapted texts composed outside oral tradition in a 
nontraditional manner. Even though they are not originally the product of oral tradition itself, 
insofar as they have been in circulation and influenced by oral tradition, they should be 
considered part of a given oral tradition. 
Such transitional texts are commonly found in the later part of the nineteenth century 
and the first decades of the twentieth century, when South Slavonic oral tradition came under 
WKH VWURQJ LQIOXHQFH RI OLWHUDU\ FXOWXUH )RU H[DPSOH 0XUNR¶V ILHOG UHVHDUFK RQ WKH
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Herzegovinian oral tradition of the early twentieth-century showed that much of the repertoire 
of local oral singers comprised songs originally composed by literate authors in a traditional 
manner and style, such as those from MiloãâREDMLü¶VOsveta Kosovska.212 Local singers 
thus adapted these songs and performed them orally, and Murko rightfully considered them in 
describing contemporary oral tradition. 
The final issue in this discussion appears to be if such nontraditional texts can ever be 
fully adapted by oral tradition? Even though such scenario seems hypothetically possible, I 
am not aware of such a case in South Slavonic context and I think that it is unlikely that an 
adequate example could be found among the songs about newer events. These songs were 
documented relatively soon after being composed and thus could not have been thoroughly 
reinterpreted by oral tradition over a long period. Thus, as much as the songs about the battles 
against Mehmet Pasha from KarDGåLü¶VFROOHFWLRQwill show traditional characteristics, they 
still retain certain recognizably nontraditional elements in regard to their style, outlook and 
the role of Bishop Petar in the plot. What is more, with the increasing influence of literary 
culture on South Slavic oral tradition, it became even less likely for the songs about recent 
events to be frequently and continuously recomposed in each performance by several 
generations of oral singers.  
As far as the songs about older heroes and events are concerned, the problem is that 
we lack such compelling evidence of their nontraditional origin. To be sure, in certain songs 
DERXW0DUNR.UDOMHYLü DQG WKH.RVRYREDWWOH VXFKDV WKRVHGHVFULELQJ 0DUNR¶V FDSWXUHRI
.RVWXU RU WKH TXDUUHO EHWZHHQ 0LORã 2ELOLü DQG 9XN %UDQNRYLü RQH UHFRJQL]HV VXEMHFWV
described in old chronicles or monastic literary tradition. But this is still far from saying that 
such texts actually existed as oral songs, or that these songs originally contained strong 
literary features that later became fully adapted by oral tradition. In any case, available 
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evidence from a more recent period shows that originally literary songs were performed in 
oral form and even become popular among oral singers, but still retained quite recognizable 
traces of their nontraditional origin. 
In short, I also consider as transitional those texts from South Slavonic collections that 
appear to combine the notion of fixed textuality and memorization with performative features. 
These texts are strongly influenced by previously published collections or pseudo-traditional 
songs composed by literate authors, but also show oral featuUHV DULVLQJ IURP WKH VLQJHU¶V
usage of formulaic language and composition during performance. Like transitional texts of 
the first type, they are not simple imitations of oral songs, but are closely related to local oral 
tradition and fuse with it. Of course, it would be unjustified to make general claims about oral 
tradition based solely on such texts, but, as I think, our picture of a given oral tradition or 
certain period would be incomplete if we exclude them altogether from consideration. 
 
Other Ways of Introducing Nontraditional Elements in Oral Songs 
 
The aforementioned cases are not the only ways that nontraditional elements can be 
introduced into oral songs or published collections of oral poetry. /RUG¶VIXUWKHUstylistic and 
structural analyses show that there are other forms of merging between the oral traditional and 
literary sphere and enable a more precise differentiation between the actual levels of 
traditionality in South Slavonic oral songs. 7KXVLQKLVDUWLFOHµ7KH0HUJLQJRI7ZR:RUOGV¶, 
Lord particularly analyses short pesmarice, cheap popular collections of folk and pseudo-folk 
poetry widespread in the late nineteenth and early twentieth century. They were usually 
comprised of genuine folN VRQJV IURP .DUDGåLü¶V FROOHFWLRQV EXW RIWHQ FRQWDLQHG VRPH
pseudo-folk songs of uncertain provenance as well. Lord quotes an exception from one of 
WKHP HQWLWOHG µ3RVWDQDN NQMD]D X &UQRM *RUL¶, and points out that it contains the 
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QRQWUDGLWLRQDO ZRUG µILOR]RIVND¶ DQG KHQFH DGRSWV D GLIIHUHQW RXWORRN IURP JHQXLQH RUDO
WUDGLWLRQDOVRQJV,QSDUWLFXODULWSUDLVHV1MHJRã¶s virtues and emphasizes that he was also the 
µILOR]RYVNDJODYDL]DEUDQD¶/RUGLQGLFDWHVWKDWWKLVVLQJOHZRUGµEHWUD\VWKHIDFWWKDWLWLV not 
IURPDQRUDOWUDGLWLRQDOVRQJ³)LOR]RIVND´LVVWULFWO\IURPWKHZRUOGRIOLWHUDF\¶213 Lord also 
QRWLFHVWKHIUHTXHQWUK\PLQJLQWKLVVRQJEXWUHPLQGVXVWKDWµRFFDVLRQDOUK\PHGFRXSOHWVDUH
FRPPRQHQRXJKLQWKHWUDGLWLRQDOVW\OH¶214 What allows him to conclude with certainty that 
µWKH SRHP EHORQJV LQ WKH ZRUOG RI OLWHUDF\ QRW WR WKH ZRUOG RI RUDOLW\¶ GHVSLWH LWV
SUHGRPLQDQWO\WUDGLWLRQDOVW\OHDQGSKUDVHRORJ\LVDFWXDOO\LWVRXWORRNµ7KHWUDGLWLRQDOVLQJHU
would have to learn the ideas and attitudes of the world of literacy in order to live in that new 
ZRUOG+HZRXOGKDYH WR WKLQN LQ WHUPVRIDKHURZKRLVD³VHOHFWSKLORVRSKLFDOKHDG´RID
SHRSOHDVZHOODVSHUKDSVD³JRRGKHUR´GREDUMXQDN¶215 As it appears, apart from this single 
word and perhaps a certain tendency towards rhyming couplets in this song, both its style and 
phraseology are quite traditional. Nonetheless, it belongs in the world of literacy by its 
outlook ± WKHLGHDRIJORULI\LQJ1MHJRãIRUKLVSKLORVRSKLFDOJUHDWQHVVLVIRUHLJQWRWhe oral 
tradition. This example, therefore, offers one distinctive case of combining traditional and 
QRQWUDGLWLRQDOHOHPHQWV µ3RVWDQDNNQMD]DX&UQRM*RUL¶ LV the song collected from a singer 
well versed in the oral tradition but also influenced by literary style and nontraditional 
perspective. 
/RUG¶VGLVFXVVLRQRIµ3RVWDQDNNQMD]DX&UQRM*RUL¶ conveniently illustrates both the 
strengths and limitations of his approach. His analysis effectively identifies a textual element 
WKHZRUGµILOR]RIVND¶WKDWGRHs not belong to oral traditional style and shows its dependence 
on ideas and attitudes that are of literary origin. However, his discussion remains confined to 
the stylistic level of analysis and is, I submit, insufficient to exclude this song from the world 
of orality altogether. What Lord does not take into consideration are generic criteria and 
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FRQWH[WXDO HYLGHQFH ,Q WKH FDVHRI µ3RVWDQDNNQMD]D¶ WKLVPHDQV WKDWZHQHHG WR WDNH LQWR
account issues regarding its documentation, singer, collector and editor as well. Firstly, we 
need to ask who the singer of this song was, and if there is anything in his life history and, 
perhaps, other songs collected from him, that would suggest that he was literate or 
significantly influenced by the world of literacy? Secondly, is it more likely that the collector 
of the song introduced this word? Was the collector someone whose work is generally 
regarded as having a high level of accuracy, or someone who frequently tempered with the 
texts he collected? Finally, who was its editor? Since this song was published in a cheap 
popular late nineteenth-FHQWXU\HGLWLRQZDVWKHZRUGµILOR]RIVND¶SHUKDSVLQWURGXFHGLQVRPH
of these later editions rather than being used by the actual singer? 
I would argue that only when stylistic and textual analysis is supplemented by generic 
and contextual information, the proper distinction between oral and literary, traditional and 
nontraditional features can be made. South Slavonic oral tradition is of particular value for 
such consideration. Unlike Homeric or Medieval European epic, it has been textualized 
relatively recently, and thus provides more information about its singers, contributors and 
editors. 
/HW XV LOOXVWUDWH WKLV SRLQW E\ H[DPLQLQJ IXUWKHU µ3RVWDQDN NQMD]D X &UQRM *RUL¶
KaradåLü UHFHLYHG WKLV VRQJ IURP KLV DVVRFLDWH 9XN 9UþHYLü LQ  DQG ERWK LWV ILUVW
SXEOLFDWLRQDQGWKHRULJLQDOPDQXVFULSWFRQWDLQWKHZRUGµILOR]RIVND¶216 Since this means that 
µILOR]RIVND¶ ZDV QRW LQWURGXFHG E\ .DUDGåLü RU ODWHU HGLWRUV LW LV WKHUHIRUH LQstructive to 
consider WKH ELRJUDSK\ RI WKH VLQJHU RI µ3RVWDQDN NQMD]D¶ :KDW /RUG GRHV QRW WDNH LQWR
account is that this song had been collected from a distinguished Montenegrin, Savo 
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0DUWLQRYLü217 0DUWLQRYLü ZDV EURXJKW XS LQ D WUDGLWLRQDO PLOLHX DQG KH remained illiterate 
throughout his entire life. Nevertheless, by the 1860s he was no longer a traditional oral 
VLQJHU IRUVHYHUDO UHDVRQV)LUVWO\ZKHQ.DUDGåLüEHFDPHDFTXDLQWHGZLWKKLP0DUWLQRYLü
lived in Zadar, having been detached from his local oral tradition for years. Furthermore, he 
used to hire scribes and to dictate songs to them, and also maintained a correspondence with 
.DUDGåLüDQGSHUVRQDOO\VHQWKLPVRQJV7KHUHIRUHKHZDVLQYROYHGLQWKHLUGRFXPHQWDWLRQLQ
a way that a traditional singeUQHYHULV0RUHRYHUDVERWK=XNRYLüDQG0HGHQLFDLQGLFDWHG
0DUWLQRYLü¶VVRQJVVKRZWKHFOHDULPSDFWRISRSXODU6RXWK6ODYRQLFOLWHUDU\HSLFVSXEOLVKHG
around the mid-nineteenth century, and occasionally repeat or paraphrase entire stanzas from 
a literary epic, Smrt Smail-DJH ýHQJLüD, published in 1844 by the Croatian writer Ivan 
0DåXUDQLü DQG 1MHJRã¶V Gorski vijenac.218 ,Q DGGLWLRQ 6DYR 0DUWLQRYLü GLG QRW VKRZ D
particular interest in performing popular oral songs and preferred to compose anew songs 
abouW WKH PRVW UHFHQW 0RQWHQHJULQ HYHQWV :KHQ LQ KLV ODWHU \HDUV .DUDGåLü EHFDPH
particularly interested in these songs about recent events, he personally commissioned songs 
RQFRQWHPSRUDU\VXEMHFWVGLUHFWO\IURP0DUWLQRYLü$JRRGLOOXVWUDWLRQRIDVRQJFRmposed 
RQWKHLQLWLDWLYHRIWKHFROOHFWRULV0DUWLQRYLü¶VVRQJµ1H]QDVHNRMHNULYOML¶DERXWWKH
EDWWOHRQ*UDKRYR.DUDGåLüDVNHGKLVDVVRFLDWHLQWRFRPSRVHDVRQJDERXWWKLVHYHQW
EXW0DUWLQRYLüLQLWLDOO\UHIXVHGWRGRiWµEXGXüLGDMHWXYHOLNDSRJLELMDQDãLKELODNRMHELQDP
QDVUDPRWXVOXåLOR¶219 AQRWKHUQRQWUDGLWLRQDOFKDUDFWHULVWLFRIµ3RVWDQDNNQMD]D¶LVLWVOHQJWK
ZKLOHDQDYHUDJH0RQWHQHJULQVRQJLQ.DUDGåLü¶VDQG6LPD0LOXWLQRYLü¶VFROOHFWLRQVUDUHO\
exceeds 250 lines, it contains as many as 1854 lines. Finally, the scholars who wrote in detail 
DERXW RWKHU 6DYR 0DUWLQRYLü¶V VRQJV DOVR HPSKDVL]H WKHLU GLIIHUHQFH IURP WUDGLWLRQDO RUDO
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songs.220 :KLOH =XNRYLü FODLPV WKDW µQDMYHüL GHR 6DYRYLK SHVDPD L QLVX QDURGQH X RQRP
smislu u kom mi tDM SRMDP VKYDWDPR L XSRWUHEOMDYDPR¶221  Medenica described them as 
µMXQDþNHSHVPHNRMHVXXVWYDULSUHSOLWDQMHXVPHQHWUDGLFLMHLSLVDQHUHþL¶222 In short, although 
6DYR 0DUWLQRYLü ZDV LOOLWHUDWH DQG FRPSRVHG DQG SHUIRUPHG KLV VRQJV RUDOO\ WKH
aforementioned reasons disqualify them as genuine oral traditional songs. They show an 
abundance of nontraditional elements with regard to their style, length, composition, 
distribution and performance, and are clearly not the part of the living local oral tradition they 
are supposed to represent. 
 
Distinctive Groups of South Slavonic Texts 
 
By supplementing previous analyses with several other examples, I will suggest a 
more precise differentiation of South Slavonic texts in regard to their oral traditional 
character. At one end of the scale, we find literary works inspired by oral tradition and written 
in the manner and style of traditional poetry. Some of the most notable South Slavonic works 
from this category from around the mid-QLQHWHHQWKFHQWXU\DUH0DåXUDQLü¶ɫOLWHrary epic Smrt 
Smail-DJHýHQJLüD or Pesme SXEOLVKHGE\ WKH6HUELDQSRHW%UDQNR5DGLþHYLü6XFKZRUNV
were, however, written by authors brought up and educated in an essentially nontraditional 
milieu and, as inspired as they might be by oral tradition and traditional metric and style, their 
literary origin and character are beyond dispute. 
7KHZRUNVRISRHWVOLNH1MHJRãRU.DþLüDUHPRUHGLIILFXOWWRFDWHJRUL]H7KHLUDXWKRUV
were brought up in regions with a strong epic tradition and were familiar with the technique 
of oral verse making from their childhood. However, they were also educated, they had 
OLEUDULHVDQGZHUHDZDUHRIWKH(XURSHDQOLWHUDU\WUDGLWLRQ.DþLüWKXVGHULYHGDORWIURPWKH
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Dalmatian and Italian Renaissance and Enlightenment literature, wKLOH 1MHJRã ZDV
particularly influenced by Russian and Serbian Romanticism. Some of their works, like 
1MHJRã¶V /XþD 0LNURNRVPD and Gorski vijenac RU µ3LVPD 5DGRYDQD L 0MHORYDQD¶ from 
.DþLü¶V Razgovor, are thus strongly influenced by written literature and have a clear and 
recognizable literary character and origin. Others, like several songs from Razgovor and some 
RI1MHJRã¶VHDUO\VRQJVSXEOLVKHGLQ0LOXWLQRYLü¶VVHFRQGPjevanija discussed earlier, seem 
to be genuinely traditional folk songs. In these cases, the poet appears to represent oral 
WUDGLWLRQDFFXUDWHO\DQGZLWKRXWKLVLQWHUIHUHQFH)LQDOO\RWKHUVRQJVIURP.DþLü¶VRazgovor, 
DQGVRQJVVXFKDV1MHJRã¶Vµ1RYDSMHVQDFUQRJRUVND¶ from Pjevanija, have much in common 
with traditional oral songs; works such as these are, therefore, essentially transitional texts 
that combine an oral traditional style and outlook with literary elements.  
On the other end of the scale, we could place oral songs documented directly from oral 
singers. Some of them, like KaUDGåLü¶V favourite singer 7HãDQ3RGUXJRYLüRU6WDUDF0LOLMD
were illiterate, traditional singers; their songs show no influence of literature or printed 
collections and appear to be oral traditional in the truest sense. 
More difficult to categorize are, once again, songs collected from former traditional 
singers who became literate at one point of their life, or maintained contact with the literary 
world and adopted a nontraditional outlook. Although these might seem to be rather rare and 
isolated cases, there are actually quLWH D IHZ RI .DUDGåLü VRQJV QRW WR PHQWLRQ RWKHU ODWer 
collections, which have been collected precisely from such singers. In addition to the 
DIRUHPHQWLRQHG 6DYR 0DUWLQRYLü ZKR FRPSRVHG VRQJV DQHZ RQ WKH UHTXHVW RI .DUDGåLü
ĈXNR 6UHGDQRYLü VKRXOG EH PHQtioned in this context.223 6UHGDQRYLü ZDV DQRWKHU QRWDEOH
Montenegrin who composed songs about recent events. In all likelihood, he became literate 
DOUHDG\ DV D WHHQDJHU LQ VHUYLFH RI %LVKRS 3HWDU , LQ WKH ODWH V 6UHGDQRYLü UHPDLQHG
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closely connected to ODWHU0RQWHQHJULQUXOHUVWUDYHOOHGDEURDGZLWK1MHJRãDQGHYHQOHDUQHG
some Italian. Familiar with traditional songs and well versed in traditional oral style, as 
LQGHHG PDQ\ 0RQWHQHJULQV RI KLV WLPH ZHUH 6UHGDQRYLü XVHG KLV VRQJV PRVWO\ WR SUDLVH
contemporary Montenegrin rulers and their achievements. Scholars thus describe him as µthe 
most loyal interpreter of the official Montenegrin politics in oral poetry¶ and claim that his 
songs are not genuine traditional songs.224 I would, therefore, classify as nontraditional songs 
such oral products composed outside a traditional milieu on the request of the collectors or 
intended to please a contemporary political elite. Insofar as they may have influenced a later 
oral tradition by way of published collections or political propaganda, they deserve scholarly 
attention, but their nontraditional origin is beyond dispute. 
The songs collected from these educated singers, however, did not exclusively deal 
ZLWKFRQWHPSRUDU\HYHQWV.DUDGåLüDOVRFROOHFWHGDQXPEHURIVRngs about older events from 
WKHVH VLQJHUV VXFK DV µSmrt Alaj-EHJD ýHQJLüD¶ RU µ3RJLELMD 9XND 0LüXQRYLüD¶ that he 
UHFHLYHGIURP6DYR0DUWLQRYLü225 These songs appear to be more traditional with respect to 
WKHLU VW\OH DQG RXWORRN WKDQ RWKHU 0DUWLQRYLü¶V VRQJs. They also show parallels with other 
versions collected throughout the region, which can be taken as evidence that songs with the 
same subject did circulate as a part of local oral tradition. Versions collected from educated 
singers can thus ± depending RQWKHFROOHFWRU¶VSHUVRQDOFRQWULEXWLRQ± still be oral traditional 
or contain nontraditional elements. Such a distinction can be made, however, only when these 
songs DUH FRPSDUHG WR WUDGLWLRQDO YHUVLRQV DQG SODFHG LQ WKH FRQWH[W RI D VLQJHU¶V SHUVRQDO
poetic approach, as well as the impact of literacy on the oral tradition of the time in general. 
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Finally, among literate and educated Montenegrin singers, WKH RSXV RI ĈXUR
0LOXWLQRYLü &UQRJRUDF IURP ZKRP .DUDGåLü wrote down six out of eleven Montenegrin 
songs published in Narodne srpske pjesme) stands out as particularly relevant for this study 
and will be examined in detail in the following chapters. As indicated earlier, the particular 
difficulty in approaching his songs lies in the fact that they pertain to all three categories of 
texts described here so far. As tKH FDVH RI 7RPD 9XþLü 3HULãLü VKRZHG, oral singers could 
perform some songs in a traditional manner, while treating others as authoritative versions 
and attempting to reproduce them accurately. The discussion will show that ĈXUR
0LOXWLQRYLü¶Vµ'LMRED6HOLPRYLüD¶LVVWLOODQRUDOWUDGLWLRQDOVRQJDQGZLOOEHDQDO\VHGDVVXFK
in the following chapter. In contrast, I will argue that his song about the battle against 
Mehmet Pasha has nontraditional origin and that the singer treats it to some extent as an 
authoULWDWLYH YHUVLRQ $V D GLVWLQFWLYH FRPELQDWLRQ RI RUDO DQG ZULWWHQ FKDUDFWHULVWLFV ĈXUR
0LOXWLQRYLü¶VVRQJµ%RM&UQRJRUDFDV0DKPXW-SDãRP¶ZLOOWKXVEHFODVVLILHGDVDWUDQVLWLRQDO
song and analysed in chapter three. Finally, four other songs by this singer will be considered 
in chapter four. I shall argue that they represent traditional oral songs but also contain certain 
nontraditional elements. The singer adopted these songs from outside the local tradition 
during his education, and they can also be traced to the influence of Bishop Petar. I will 
therefore describe them as oral songs with nontraditional elements. 
In conclusion, we should recognize that, rather than dealing with fixed categories of 
literary text versus oral traditional song, we are actually confronted with a continuum of 
published texts with varying degrees of oral traditionality: from those meticulously recorded 
from traditional oral singers unaffected by literacy and printed collections at one end, to 
poems received from literate poets inspired by oral tradition at the other. In addition, there are 
various forms of transition between the worlds of orality and literacy in a South Slavonic 
context. Some texts were composed by educated poets writing in oral traditional style, or 
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imitating oral traditional songs. Others were written down or recorded directly from oral 
performances of illiterate singers, but were influenced by the literary epic or published 
collections of oral poetry. Despite their oral background, such singers adopt the notion of the 
fixed text and aim to directly copy or accurately reproduce previously published oral songs in 
their performances. In contrast, certain songs that were collected from literate singers appear 
to have oral traditional origins but also show elements of literary style and nontraditional 
outlook that these singers adopted during their education. Thus, in order to avoid generalities 
about the oral tradition that follow from the uncritical usage of doctored texts constructed 
outside of that tradition, one needs to examine the overall level of formulaicity in the songs, 
their outlook and style, the circumstances and conditions of their textualisation or recording, 
as well as the life history of the singer and the role of literacy in his or her culture. 
Transitional texts were described as a distinctive generic form involving two principal 
modes of enunciation ± oral and literary. It was argued that transitional South Slavic texts 
emerged in two ways. In the first case, they were composed by literate authors well versed in 
traditional style and technique. Such transitional texts are, for example, certain songs 
published by poets UDLVHGLQ WUDGLWLRQDOPLOLHXOLNH3HWDU3HWURYLü1MHJRãDQG$QGULMD.DþLü
0LRãLüHYHQ WKRXJK WKHVHZRUNVZHUHSXEOLVKHGE\HGXFDWHGZULWHUV WKH\VWHPIURP ORFDO
tradition and merge oral traditional features with literary style. Secondly, I considered as 
transitional those texts from South Slavic collections that appear to combine the notion of 
fixed textuality and memorization with performative features. Such texts were documented 
when singers performed orally previously published text or a nontraditional text composed in 
the manner of oral song. It is indicated that oral singers can respond to published songs in 
various ways. If tKH\VKRZDSSUHFLDWLRQWRWKHLUµDXWKRU¶ and try to reproduce it accurately, we 
are already on the terrain of the literary world. However, insofar as they remain traditional 
singers, their performance will involve elements of oral singing ± that is, they are likely to 
 87  
appropriate some of the literary features such as statement of date, parallel rhymed verses or 
unusual phraseology to an oral formulaic style and outlook or to improvise certain elements 
instead of copying them directly. If the result of their performance shows such an 
appropriation of literary features in oral traditional manner and style, it is best described as a 
transitional text. Found throughout South Slavic tradition, they became more prominent with 
the increasing influence of literacy and published collections from the second half of the 
nineteenth century, and testify to a prolonged and productive interchange between oral and 
written tradition. 
 
          µ7DNHQ)URPWKH/LSVRIWKH3HRSOH¶(GLWRULDO3URFHGXUHVRI(DUO\&ROOHFWRUV 
 
In the following section, the findings of Parry, Lord and Foley about oral traditional, 
transitional and nontraditional texts will be compared with the editorial procedures of 
.DUDGåLüDQGKLVFRQWHPSRUDULHV0RUHSUHFLVHO\,ZLOOH[DPLQHWKHVWDQGDUGVRIDFFXUDF\RI
the early collectors in their involvement with folk cultures and oral traditions and investigate 
their procedures of collecting, documenting and editing oral songs. The survey will 
demonstrate that the early collectors of folk poetry usually largely contributed to the songs 
WKH\SXEOLVKHG,QDGGLWLRQDIWHUH[DPLQLQJ.DUDGåLü¶VHGLWRULDOSURFHGXUH,ZLOOVXJJHVWWKDW
he edited Montenegrin songs in Narodne srpske pjesme quite accurately by the 
contemporaneous standards and that the Montenegrin songs from his collection can therefore 
safely be taken for an investigation of the oral tradition of the time. 
As far as certain theoretical claims and methodological demands of the early collectors 
are concerned, they create an appearance of a meticulously conducted enterprise whose goal 
was to document accurately the popular traditions. The leading scholars of the time, like 
Johann Herder and Jacob Grimm, for example, used similar formulations to express their 
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demands for fidelity to the original folkloristic text. Thus, already in some of his earliest 
ZULWLQJV+HUGHUFODLPHGWKDWWKHVRQJVVKRXOGEHµWDNHQIURPWKHOLSVRIHDFKpeople in their 
RZQ ODQJXDJH¶226 Similarly, in a circular letter that Jacob Grimm sent in 1815 to various 
scholars to inspire them to collect folklore, his advice was to write down the songs as 
accurately as possible, without any corrections or amendments, in the dialect used by the 
singers, and not to underestimate the fragments and variants because they all contribute to a 
fuller picture of folk tradition. Grimm also demanded the collection of data about the singers 
and collectors, as well as of the place, region and date of documentation.227 A year earlier 
.DUDGåLü DOUHDG\ SULQWHG KLV ILUVW FROOHFWLRQ ZLWK WKH SURJUDPPDWLF FODLP WKDW KH ZRXOG
SXEOLVK RQO\ IRON RUDO VRQJV µNRMH MH VHUGFH X SURVWRWL L QHYLQRVWL EH]KXGRåQR SR SULURGL
VSMHYDYDOR¶DQGQRWWKHOLWHUDU\RQHVµNRMHMHGXKYRREUDåHQLMDþLWDQMHPNQMLJDRERJDüHQSR
SUDYLOLPD3MHVQRWYRUVWYDL]PLãOMDYDR¶228 $FFRUGLQJO\*ULPPLQVWDQWO\ZHOFRPHG.DUDGåLü¶V
approach, and later praised him precisely for collecting the songs directly µDXVGHPZDUPHQ
0XQGHGHV9RONHV¶229 
However, later scholars demonstrated that the actual works of the early collectors did 
QRWVWDQGWRVXFKKLJKVWDQGDUGVDFWXDOO\DFFRUGLQJWR3HWDU%XUNHµWKHZRUNRIWKHSLRQHHU
HGLWRUVRISRSXODUSRHWU\ZDVOLWWOHVKRUWRIVFDQGDORXV¶230 The editorial principles of the early 
collectors were questioned for the first time during the so-FDOOHG µ2VVLDQGHEDWH¶ LQ WKH ODWH
HLJKWHHQWKFHQWXU\1DPHO\VRRQDIWHU0DFSKHUVRQ¶VSXEOLFDWLRQRIWKH6FRWWLVKHSLFVHYHUDO
influential scholars, like David Hume and Dr Samuel Johnson, expressed their doubts in the 
YHU\H[LVWHQFHRI2VVLDQDQG WKH*DHOLFVRXUFHVRI0DFSKHUVRQ¶VSXEOLFDWLRQV$IWHUD ORQJ
period of controversy, the Highland Society of Scotland set up a committee in 1797 to 
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investigate the authenticity of the poems. The committee reported its belief that Macpherson 
µZDVLQXVHRIWRVXSSO\FKDVPVDQGWRJLYHFRQQHFWLRQE\LQVHUWLQJSDVVDJHVZKLFKKHGLG
not find, and to add what he conceived to be dignity and delicacy to the original composition, 
by striking out passages, by softening incidents, by refining the language¶.231 In other words, 
parts of Macpherson were authentically traditional, but the whole was not. 
Recent scholars, however, have partially rehabilitated Macpherson.232 They showed 
that, as Burke says, there is hardly a fundamental difference between Macpherson, who is 
FRPPRQO\FRQVLGHUHGD µIRUJHU¶ DQG3HUF\6FRWW WKH*ULPPV/|QQURW DQGRWKHUVXVXDOO\
FRQVLGHUHGDVµHGLWRUV¶233 For example, Macpherson openly described his editorial procedure 
in the note to his second collection frRPµ%\PHDQVRIP\IULHQGV,FROOHFWHGVLQFHDOO
the broken fragments of Temora, that I formerly wanted; and the story of the poem, which 
was accurately preserved by many, enabled me to reduce it into that order in which it now 
appears. The title of (SLFZDV LPSRVHGRQ WKHSRHPE\P\VHOI¶234 In other words, what he 
believed to be doing was a perfectly legitimate restoration of an ancient epic from its available 
fragments and remnants. The work of specialists showed that Macpherson used more original 
Gaelic sources in Fragments of Ancient Poetry and Fingal from 1860 and 1861 respectively, 
than for his 1862 epic poem Temora, all of which appeared together in 1865 as the complete 
Works of Ossian, the Son of Fingal.235 According to Thomson, some twelve passages from 
Fingal VKRZ 0DFSKHUVRQ¶V GHSHQGHQFH RQ *DHOLF VRXUFHV DQG UHO\ RQ DW OHDVW QLQHEDOODGV
and other oral sources, while a single traditional ballad was used in only one passage of 
Temora. 
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Nevertheless, even in cases when Macpherson did rely on the existing sources, they 
appear thoroughly reworked in the published version. Thomson offers a comparison between 
the beginning of Fingal DQGWKHWUDQVODWHGYHUVLRQRIWKH*DHOLFEDOODGµ'XDQD¶*KDLULEK¶WKDW
Macpherson was familiar with: 
Cochullin sat by TuUD¶VZDOO«$VKHVDWWKHUHWKHµVFRXWRIRFHDQ¶FDPH0RUDQWKH
son of Fithil, 
  µ5LVH¶VDLGWKH\RXWKµ&XFKXOOLQULVH,VHHWKHVKLSVRI6ZDUDQ&XFKXOOLQPDQ\DUH 
the foe: many the heroes of the dark-UROOLQJVHD¶ 
µ0RUDQ¶ UHSOLHG WKH EOXH-eyed chiHI µWKRX HYHU WUHPEOHVW VRQ RI )LWKLO 7K\ IHDUV
have much increased the foe. Perhaps it is the king of the lonely hills coming to aid me on 
JUHHQ8OLQ¶VSODLQV¶         
(Fingal) 
Arise, Hound of Tara, I see an untold number of ships, the undulating seas full of the 
ships of the strangers. 
A liar are thou, excellent doorkeeper, a liar are thou today and at every time; that is but 
the great fleet of Moy, coming to bring the help to us.   
('XDQD¶*KDLULEK236 
In general, 7KRPVRQ¶V FRQFOXVLRQ LV WKDW 0DFSKHrson never literally translates the 
RULJLQDOPDWHULDOµH[FHSWLQLVRODWHGSKUDVHV¶EXWWKDWKHDWWLPHVµIROORZVWKHVHTXHQFHRIKLV
EDOODGVRXUFHZLWKVRPHFRQVLGHUDEOHILGHOLW\¶237 
Thomas Percy applied similar editorial procedure for which, to use Albert )ULHGPDQ¶V
ZLWW\SKUDVH µVFKRODUVKLSKDVFRQVLJQHGKLPWRWKHVSHFLDOKHOO UHVHUYHGIRUEDGHGLWRUV¶238 
+H FRPPRQO\ µLPSURYHG¶ KLV EDOODGV DV KH FRQIHVsed, µE\ D IHZ VOLJKW FRUUHFWLRQV DQG
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additions¶.239 3HUF\¶V LQWURGXFWLRQVJLYHXVWKHJHQHUDO LGHDRIZKDWKHFRQVLGHUHGDV µVOLJKW
FRUUHFWLRQV¶ ,Q WKH SUHIDFH WR WKH ILUVW YROXPH RI KLV DQWKRORJ\ DV &RFFKLDUD VD\V 3HUF\
UHODWHVWKDWKHµXQGHUVWRRGDVKLVREOLJDWLRQDVHGLWRUWRFRUUHFWWKHWH[WVWKDWLQKLVRSLQLRQ
were marred, and in his collection thHUHDUHPDQ\WH[WVSUHFHGHGE\WKHQRWDWLRQ³JLYHQVRPH
FRUUHFWLRQ´¶240 In addition, in the advertisement to the fourth edition of the Reliques, he 
REVHUYHG WKDW µWKHVH YROXPHV DUH QRZ UHVWRUHG WR WKH SXEOLF ZLWK VXFK FRUUHFWLRQV DQG
improvements as have occurred since the former impression and the text in particular hath 
EHHQHPHQGHGLQPDQ\SDVVDJHVE\UHFXUULQJWRWKHROGFRSLHV¶241 Such claims, as well as the 
later comparison of his ballads with the original texts, show that his corrections were not 
alwayV µVOLJKW¶ As Burke says, µ,Q WKHFDVHRIµ(GRPR¶*RUGRQ¶D OHWWHURI3HUF\VXUYLYHV
criticizing the ending of the ballad (in which the wronged husband commits suicide) and 
suggesting the omission of that stanza and the addition of a line suggesting that the husband 
went mad.242  2WKHU VFKRODUV FRQILUP WKLV FODLP DERXW 3HUF\¶V VLJQLILFDQW HGLWRULDO LQSXW
:LOOLDP 6W &ODLU¶V WKXV FODLPV WKDW µ3HUF\ PDGH GUDVWLF FKDQJHV WR WKH UHFHLYHG SULQWHG
YHUVLRQVRQZKLFKKHPDLQO\GUHZ¶,243 while Van Merlo similarly conclXGHVWKDWDOO3HUF\¶V
VRXUFHV µZHUH VXEMHFW WR H[WHQVLYH FROODWLRQ DQG V\QWKHVLV DOWHUDWLRQV RI VSHOOLQJ DQG
SXQFWXDWLRQDQGLQYDU\LQJGHJUHHV3HUF\¶VRZQ³LPSURYHPHQWV´DQG³VRSKLVWLFDWLRQV´¶.244 
Albert Friedman notes that least altered were the songs that Percy published from printed 
originals, and considers his changes as PLQRUDQGFRQFHUQHGZLWK µVWUDLJKWHQLQJV\QWD[DQG
VXSSODQWLQJ DUFKDLF ZRUGV DQG SKUDVHV¶ 245  However, Friedman continues, nine ballads 
from Reliques were subjected to more extensive editing. The most extreme example is µ7KH
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&KLOGRI(OOH¶ZKLOHWKHRULJLQDOEDOODGFRQWDLQHGRQO\WKLUW\-QLQHOLQHVLQ3HUF\¶VHGLWLRQLW
amounted to two hundred lines.246 
The Finish national epic Kalevala is another meticulously studied publication that 
serves as a convenient parallel to the aforementioned collections. Elias Lönnrot constructed it 
out of the songs he collected, and added passages of his own. He justified himself like this: 
Finally, when no rune-singer could any longer compare with me in his knowledge of songs, I 
assumed that I had the same right which, in my opinion, most of the other singers freely 
reserved to themselves, namely the right to arrange the songs according as they seemed to fit 
best.247 
In other words, Lönnrot considered it a legitimate act for an editor well versed in the 
traditional style to make amendments and additions. Thus, although his personal contribution 
was statistically small (about three percent), it had a profound effect on Kalevala¶V final form. 
As Felix J. Oinas remarks, the structure of the Kalevala LVHQWLUHO\/|QQURW¶VFUHDWLRQ 
7KH.DOHYDODUHIOHFWV/RQQURW¶VLGHDVRIWKHHSLFKLVZRUOGYLHZDQGKLVWDVWH:RUNLQJZLWKD
definite artistic goal in mind, he chose from the vast material he had at his disposal the 
portions suitable for the epic and discarded those that were contradictory or violated the style. 
If it was necessary for the epic as a whole, he developed some seemingly insignificant details 
into important components of the work.248 
The result is, thus, acFRUGLQJWR)ROH\µHIIHFWLYHO\DQLQYHQWHGHSLF2UDWOHDVWDFRPSRVLWH
IRUP IRU ZKLFK QR VHSDUDWH ERQD ILGH HYLGHQFH VXUYLYHV¶ 249  Honko makes a similar 
FRQFOXVLRQ µWKHSDWFKHVPD\EH LGHQWLFDOZLWKRUDOSRHPVEXW WKHSDWFKZRUNDVDZKROH LV
/|QQURW¶VYision of a long epic¶.250 
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Johann Herder also applied similar editorial procedures, such as using material of an 
uncertain provenance or freely adapting the original material for publication. From the 
theoretical standpoint, such behaviour was actually in accordance with his basic ideas and 
views on folk poetry. Namely, although he believed that native folklore reflected the soul of 
the nation, that it was ancient in nature, and that its origins laid deeply embedded in epic 
tradition251, his actual understanding RI WKH IRON DQG µIRONVRQJ¶ ZDV UDWKHU LQFOXVLYH )RU
H[DPSOHLQ+HUGHU¶VYLHZ+RPHU'DQWHDQG6KDNHVSHDUHZHUHDOVRWRVRPHH[WHQWSRSXODU
poets, because they were creators of a poetry that corresponded to the spirit of the people to 
which they belonged.252 Thus, he included in his collection of folksongs certain passages from 
Dante, Shakespeare or Goethe that corresponded to his notion of popular poetry and were 
illustrative of its characteristics and qualities. Consequently, as Gerhard Sauder remarks, 
HHUGHUGLGQRWGHYHORSDµVFLHQWLILF¶ method for collecting folk songs. He simply looked for 
them in the works of great poets and writers, asked his friends and colleagues for their 
contributions, and used some of his own writing as well.253 Furthermore, since in his views it 
was perfectly legitimate to combine folk poetry and the modern poetry, he considered as valid 
to create folk ballads of his own. Finally, he never had a first-hand account of oral tradition 
nor did he write down the songs directly from oral singers and, as Kamenetsky says, generally 
thought little about loyalty to the tradition.254 
The Brothers Grimm, on the other hand, introduced editorial standards of a more 
rigorous nature. Even tKRXJK WKH\ VKDUHG +HUGHU¶V EHOLHI LQ IRONORUH DV WKH DQFLHQt artistic 
form that represents the soul of the nation, they formulated different theoretical views and 
developed a more scrupulous methodology. For example, they protested against modern poets 
                                                 
251
 See: Christa Kamenetsky, µThe German Folklore Revival in the Eighteenth Century: Herder¶V 7KHRU\ RI
Naturpoesie¶ in The Journal of Popular Culture, 6, 4 (1973), pp. 836-47. 
252
 Cocchiara, The History of Folklore in Europe, p. 175. 
253
 *HUKDUG6DXGHUµ+HUGHU¶V3RHWLF:RUNV+LV7UDQVODWLRQVDQG+LV9LHZVRQ3RHWU\¶, in A companion to the 
works of Johann Gottfried Herder, ed. by Hans Adler, Wulf Koepke (Rochester, New York / Woodbridge: 
Camden House, 2009), p. 323. 
254
 Kamenetsky, The German Folklore Revival, p. 62. et passim. 
 94  
who imitated folk poetry in their works. In this respect, the Grimms differed in their attitude 
not only from Herder, but also from Goethe and their friends August Wilhelm and Friedrich 
Schlegel, all of whom had defended the idea of using folk ballads as an inspiration for new 
poetry.255 Consequently, Jacob Grimm emphasized that all material should be taken down 
DFFXUDWHO\ µZLWKRXW HPEHOOLVKPHQWRU DGGLWLRQ IURP WKHPRXWKRI WKH WHOOHU DQGZKHnever 
possible in his own words¶.256 The Brothers Grimm also recommended to their contributors to 
document original dialects used by the singer or storyteller, to write down several variants of 
the same tale because they may contain valuable details, and to pay special attention to oral 
tradition in small towns and villages, especially remote ones. 
However, as contemporary scholars demonstrated, the Brothers Grimm did not uphold 
these high methodological principles of accuracy of the folkloristic text in their editorial 
SUDFWLVH $V 6WHSKHQ /DPSDUG HPSKDVL]HV µWKHLU RZQ GHVFULSWLRQ RI WKH SURFHGXUH DQG WKH
way it actually evolved in their revisions of the earlier versions of the Kinder- und 
Hausmärchen FRQVWLWXWHWZRFRQWUDGLFWRU\DHVWKHWLFDSSURDFKHV¶257 In other words, even the 
Grimms interfered quite severely in the texts they published. For example, although in the 
introduction to Kinder- und Hausmärchen WKH\ FODLPHG µ:H KDYH JLYHQ WKH VXEVWDQFH RI
WKHVHWDOHV MXVWDVZHKDYHUHFHLYHGLW¶ WKH\LPPHGLDWHO\DGGHGµ8QGHUVWDQGDEO\KRZHYHU
WKH ZD\ RI WHOOLQJ WKH GHWDLOV LV FKLHIO\ GXH WR XV« RQH QHHGV WR SD\ JUHDW DWWHQWLRQ WR
distinguishing the simplest, purest, and the most complete version of a tale from a false 
version. Wherever we have found that the variations in different versions complement one 
DQRWKHUZHKDYHJLYHQWKHPDVRQHVWRU\¶258 The Grimms, in other words, implied that even 
if a story does tend to change, its basis is immutable, and the significance of the variants 
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consists in the fact that each conserves some essential elements. Therefore, they came up with 
the concept of elaboration, which in their view was merely a textual restoration. Its aim was to 
UHFRQVWUXFW D FRPPRQ LPSHUVRQDO EDVLV LQ WKH IRONWDOH ZKLFK WKH\ UHJDUGHG DV WKH WDOH¶V
µHVVHQFH¶259 )RU&RFFKLDUDKRZHYHUVXFKSURFHGXUHZDVPXFKPRUHWKDQVLPSOHµWHOOLQJRI
GHWDLOV¶$VKHREVHUYHVQRWRQO\ZDV WKHQDUUDWRU¶VSHUVRQDOLW\ZKLFKPDNHVDWDOHSRSXODU
lost to the Grimms, but they also missed the very character of the variants, each of which is 
always an original creation. 260 In addition, the Grimms made other changes in the texts, and 
some of these interventions were quite drastic. For example, as Burke says, they typically 
bowdlerized the stories that would shock contemporary readers, inserted traditional formulas 
OLNH µRQFH XSRQ D WLPH¶ Es war einmal DQG µWKH\ OLYHG KDSSLO\ HYHU DIWHU¶ sie lebten 
glücklich bis an ihr Ende) or concealed the French origin of some of their main stories.261 
8QGRXEWHGO\WKHLUPHWKRGZDVKLJKO\VXFFHVVIXO,Q/DPSDUG¶VZRUGVµWKH\PDQDJHG
to create a coherent narrative mode in which fairy tales originating from different traditions 
FRXOG EH WROG WR D FRQWHPSRUDU\ SXEOLF¶262 and their collections reached an unprecedented 
success among their contemporaries and influenced subsequent collections. However, 
although the Brothers Grimm were convinced that by applying such procedures they had 
GLVFRYHUHG IRON ODQJXDJH FRQWHPSRUDU\ VFKRODUV HPSKDVL]H WKDW µZKDW WKH\ KDG DFWXDOO\
discovered was their own ODQJXDJH¶263 On the other hand, their editorial impact should not be 
overemphasized. In the context of their time, the Grimms undeniably had a major role in 
elevating scientific standards, they instructed their associates to accurately document oral 
tradition, and showed genuine concern for the authenticity of folk tradition. 
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To sum up, if the standards of Parry and Lord are consistently applied to the early 
collections of folk literature, they would all appear to be inaccurate and deficient. 
Nevertheless, although the early collectors made a significant editorial impact, they did use 
original sources and documented existing oral traditions, and their texts sometimes remain the 
only available source of information about them. Finally, as recent scholars often remind us, it 
is precisely through these collections that oral folk poetry gained its popularity, wide acclaim 
and acceptance as a legitimate subject of scholarly interest, all of which eventually led to 
higher editorial and scholarly standards and a more systematic account into oral traditional 
technique and style.264 An adequate approach to oral tradition, therefore, requires a meticulous 
examination of these collections and a differentiation between genuine oral traditional 
characteristics and songs that actually represent given oral tradition from the nontraditional 
ones or texts significantly altered by the collectors and editors. 
    
.DUDGåLü¶V(GLWRULDO0HWKRGVDQG3URFHGXUHV 
 
$V D FROOHFWRU DQG HGLWRU .DUDGåLü ZDV QRW H[FHSWLRQDO DPRQJ KLV FRQWHPSRUDULHV
and often amended the texts he published. In general, it could be said that he began publishing 
folk songs with the less rigid Herderian principles in mind, but soon adopted the more 
scientific and rigorous approach of Jacob Grimm. Hence, the songs from his first 1814 
Pjesnarica ZHUHQRWFROOHFWHGµIURPWKHOLSVRIWKHSHRSOH¶Le. directly from oral singers. As 
.DUDGåLüUHSRUWHG Ln the Introduction, he published the songs as he remembered them from 
his childhood. 265  He also praised the songs from .DþLü¶V Razgovor ugodni narodna 
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slovinskoga DV µEDã RQDNRYH LVWH NDNRYH QDãL 6HUEOML NRG YDWUH VHGHüL X] JXVOH SHYDMX¶266 
Furthermore, in hLV ILUVW FROOHFWLRQ.DUDGåLüH[SUHVVHGKLVKRSH WKDWRWKHUVZLOO FRQWLQXH WR
publish folk songs, and considered as an ultimate goal the formation of a great-unified poem 
E\ D OLWHUDWH DQG HGXFDWHG DXWKRU 7KLV QDWLRQDO SRHW µNRMHJD MH %RJ GDURP 3HVQRWYRUVtva 
REGDULR¶.DUDGåLüH[SODLQHGZLOOFROOHFWµVYDRQDVREUDQMDLSUHWUHVWLDQHNHSHVQHLVDPSR
YNXVX LSRQDþLQX URGD VYRJDVRþLQLWL L WDNRRGVYLMXRQLPDOL VREUDQMD MHGQRYHOLNRFLMHOR
XþLQLWL¶267 7KXV DFFRUGLQJ WR.DUDGåLü¶V HDUO\YLHZV Razgovor ugodni naroda slovinskoga 
belonged to the category of a genuine folk poetry. Moreover, it was apparently legitimate to 
SXEOLVK IRON VRQJV IURP RQH¶V PHPRU\ LQVWHDG RI ZULWLQJ WKHP GRZQ GLUHFWO\ IURP RUDO
singers, as well as to unite originally separate folk songs into one great epic poem written by a 
professional poet, as Macpherson and Lönnrot did with Scottish and Finish oral tradition. 
However, only several months after the publication of the first Pjesnarica, .DUDGåLü¶V
YLHZV RQ IRON SRHWU\ FKDQJHG VLJQLILFDQWO\ ,Q WKH VSULQJ RI  .DUDGåLü PDGH D WULS WR
Srem, where he became familiar with the oral songs of the local singers and Serbian refugees 
residing there from 1813 after the collapse of the uprising against the Turks. This historic 
PHHWLQJEHWZHHQ.DUDGåLüDQGVRPHRIKLVJUHDWHVWVLQJHUVJDYHKLPILUVW-hand insight into 
the living epic tradition and strengthened his appreciation of the folk epic. Simultaneously, his 
cooperation with distinguished scholars like Kopitar and Grimm additionally influenced his 
ideas about oral poetry and of an adequate method of its documentation and publication. 
.DUDGåLüWKXVVRRQFKDQJHGKLVRULJLQDOYLHZVDQGGHYHORSHGDQDSSURDFKDFHUWDLQHWKLFVRI
FROOHFWRU¶V ZRUN Rne might say, which dictated that the proper collector should restrain 
himself as much as possible from making interventions in the texts of the songs he collected. 
7KXV DOUHDG\ LQ  .DUDGåLü LQ KLV FRUUHVSRQGHQFH H[SUHVVHV KLV EHOLHI WKDW µQDURGQH
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 .DUDGåLüPjesnarica 1814, 1815, p. 38. 
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 .DUDGåLüPjesnarica 1814, 1815, p. 43. 
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pjeVPHEH]VXPQMHYDOMDSHþDWDWLRQDNRNDRãWRQDURGJRYRULLSMHYD¶268 Like Jacob Grimm, 
.DUDGåLü WKHUHIRUH DGYLVHG KLV DVVRFLDWHV WR GRFXPHQW DFFXUDWHO\ WKH VRQJV IURP WKH
traditional singers, and to make no corrections or changes themselves. For example, in a letter 
VHQW WR 3ULQFH 0LORã LQ  .DUDGåLü HPSKDVL]HV µ2QL NRML XVSLãX QH WUHED QLãWD GD
SRSUDYOMDMXQHJRGDQDSLãXXSUDYRRQDNRNDRãWRVHSMHYD¶269 Indeed, as later publication of 
.DUDGåLü¶V PDQXVFULSWV UHYHDOHG KH SULQWHG FRPSDUDWLYHO\ PRUH songs from his associates 
who followed these principles, than from those who appeared to have had a more 
interventionist editorial approach. 270  Consequently, he became more experienced in the 
manner and style of oral singing and could more easily distinguish genuine folk songs from 
their imitations and various renditions. Hence, only a few years after his acclaim RI.DþLü¶V
songs, he expressed his suspicion in their genuine folk character, and later publicly 
proclaimed that, with a few exceptions, they were in fact not at all traditional but artificial.271 
&RQVHTXHQWO\.DUDGåLüQHYHUDGRSWHGWKHLGHDRIXQLI\LQJWKH songs into one great poem, and 
printed his publications as collections of short separate epic songs. In comparison to 
Macpherson, Lönnrot and other collectors who compiled and rewrote original material in 
RUGHU WR µUHFRQVWUXFW¶ WKH RULJLQDO JUHDW HSLF SRHm on the model of the Iliad, he therefore 
preserved the original form of relatively short separate epic songs characteristic of  the South 
Slavonic oral tradition. 
Nevertheless, .DUDGåLü¶V FROOHFWLRQV RYHUDOO XQGRXEWHGO\ VKRZ KLV VWURQJ HGLWRULDO
impact. To illustrate this point, I will briefly discuss his procedures of selecting and arranging 
the material, his typical editorial interventions, as well as the usage of printed sources and 
occasional exceptions from his usual editorial practice. 
                                                 
268
 .DUDGåLüPrepiska I (1811-1821), pp. 150-52. 
269
 KarDGåLüPrepiska I (1811-1821), p. 913. 
270
 6HHäLYRPLU 0ODGHQRYLü Rukopisi narodnih pesama Vukove zbirke i njihovo izdavanje (Beograd: SANU, 
1973), pp. xiii-xiv. 
271
 .DUDGåLüUDLVHGWKLVFODLPIRUWKHILUVWWLPHLQKLVObjavljenije from 1821, see: Vuk SWHIDQRYLü .DUDGåLüO 
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As far as the selection of the material is concerned, it has long been established that 
.DUDGåLü¶VFROOHFtions are anthologies rather than collections.272 .DUDGåLü¶VPDQXVFULSWV IRU
example, show that he published only a small percentage of all the songs that he had in his 
SRVVHVVLRQ RU WKDW ZHUH DYDLODEOH WR KLP .DUDGåLü KLPVHOI ZDV UHDG\ WR DGPLW WKDW KLV
publications do not aim at representing the whole of Serbian oral tradition, but only its best 
achievements. Responding in 1833 to a comment about his exclusiveness in publishing the 
songs, he explained KLVYLHZVµMDPLVOLPGDELOXGRVWELODQHL]ELUDWLNDGVHPRåHQLWLELSR
PRPPLãOMHQMXQDãHQDURGQHSHVPHGRELOHRYXþHVWLVODYXGDVDPMLMDãWDPSDRVUHGDEH]
LNDNDL]ERUD¶273 
.DUDGåLü¶VSDUWLFXODULQWHUHVWLQWKHVRQJVWKDWFHOHEUDWHGWKHKHURHVIURPWKHWLPHVRI
the Medieval Serbian Empire and the Kosovo battle forms another important aspect of his 
editorial approach. For instance, already in his earliest, 1814 songbook, he stressed the 
SDUWLFXODU LPSRUWDQFH RI WKHVH VRQJV WKDW µSUHVHUYH IRUPHU 6HUELDQ EHLQJ DQG QDPH¶
µVRGHUåDYDMX QHJGDãQMH ELWLMH 6HUEVNR L LPH¶ 274  Such an attitude had significant 
implications on his editorial praFWLFH VLQFH LQ WKH ILUVWGHFDGHV.DUDGåLü IRFXVHGPDLQO\RQ
documenting these songs and heroes at the cost of other popular subjects. For example, more 
than half out of approximately twenty-IRXUVRQJVWKDWKHFROOHFWHGIURP7HãDQ3RGUXJRYLüDUH
about mediHYDOKHURHVDQGVXEMHFWVDQG0DUNR.UDOMHYLüDORQHDSSHDUVDVDKHURLQQLQHRI
these songs.275 However, these older subjects and heroes were far less prominent if placed in 
WKHFRQWH[WRI3RGUXJRYLü¶VHQWLUHUHSHUWRLUH1DPHO\DV.DUDGåLüUHported, PodrugRYLüNQHZ
µMRãQDMPDQMHVWR MXQDþNLSHVDPD VYHRYDNLNDRãWR VXRYHNRMHVDPRGQMHJDSUHSLVDRD
RVRELWR RG NRMHNDNL SULPRUVNL L %RVDQVNL L (UFHJRYDFNL DMGXND L þHWREDVD«  SHVDPD RG
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VDPRJD0LMDWDDUDPEDãH¶276 In accordance with his editorial preferencHVKRZHYHU.DUDGåLü
FROOHFWHGDQGSXEOLVKHGDOO3RGUXJRYLü¶VVRQJVDERXW0DUNR.UDOMHYLüEXWQRWDVLQJOHRQH
DERXW0LMDW7KHFDVHRI6WDUDF0LOLMDLVHTXDOO\WHOOLQJ)RU\HDUV.DUDGåLüSHUVLVWHQWO\WULHG
to arrange a meeting with this singer, because he had heard that Milija knew exceptionally 
ZHOO WZR VRQJV DERXW PHGLHYDO 6HUELDQ DULVWRFUDF\ µäHQLGED 0DNVLPD &UQRMHYLüD¶ DQG
µ%DQRYLü6WUDKLQMD¶$JDLQ LW VKRZVKLVVSHFLDO LQWHUHVW LQ WKHVRQJVDERXW WKHVXEMHFWVDQG
heroes from the times of the SerELDQ(PSLUH,QWRWDO.DUDGåLüPDQDJHGWRZULWHGRZQWKUHH
songs about older heroes from this singer, and only one about a more recent local character, 
but left a testimony that Milija knew many more songs about these newer events. 277 In both 
cases, therefRUH WKH EXON RI WKH VLQJHU¶V UHSHUWRLUH FRPSULVHG VRQJV DERXW UHODWLYHO\ UHFHQW
ORFDO FKDUDFWHUV DQG HYHQWV .DUDGåLü KRZHYHU GRFXPHQWHG DQG SXEOLVKHG RQO\ WKRVH
GHVFULELQJWKHH[SORLWVRIROGHUKHURHVWKXVJLYLQJWKHVRQJVDERXWµIRUPHU6HUELDQEHLQJand 
QDPH¶DPRUHSURPLQHQWSRVLWLRQLQKLVHDUO\FROOHFWLRQVWKDWWKH\DSSHDUWRKDYHKDGLQWKH
early nineteenth-century Serbian oral tradition. 
$SDUW IURPJLYLQJSULYLOHJH WR WKHVRQJVZLWKROGHUVXEMHFWV.DUDGåLüDOVRDUUDQJHG
the songs in his collection in chronological order. Thus, although he did not unify oral songs 
into one great poem like Macpherson and Lönnrot did, this arrangement still had certain 
implications on the representation of oral tradition. Such an approach puts an emphasis on 
unity and coherence of oral tradition, and implies the existence of a certain historical 
framework that connects represented events from the oldest to the most recent ones. It is 
certainly a common thing for an editor to arrange such a vast material according to a certain 
pattern. In the mid-HLJKWHHQWKFHQWXU\.DþLü DOUHDG\RIIHUHGVXFKDPRGHO LQKLV Razgovor 
ugodni naroda slovinskoga, and claimed that folk epic songs represent popular history in epic 
YHUVH µRQR ãWR GUXJL QDURGL X]GUåH X NQMLJDP RQL X]GUåH X SDPHWL SLYDMXüL« SLVPH VYRML
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NUDOMD EDQD YLWH]RYD L YUVQLK MXQDND¶278 1MHJRã DOVR IROORZHG FKURQRORJLFDO RUGHU LQ KLV
Ogledalo srbsko DQGVLPLODUO\FODLPHG µ=DFUQRJRUVNHSMHVPHPRåHVH UHüLGD VHXQMLPD
VDGUåDYD LVWRULMD RYRJD QDURGD¶279 Finally, later anthologists of South Slavonic epic songs, 
OLNH 7YUWNR ýXEHOLü RU 9RMLVODY ĈXULü FRQWLQXHG WR XVH WKLV SDWWHUQ280 Nonetheless, one 
should bear in mind that such an arrangement of songs, which follows historical references 
that they contain, is an editorial and scholarly intervention, not something inherent to oral 
tradition as such. As previously indicated, Parry and Lord, for instance, followed a different 
principle in editing the songs from their collection. They grouped them according to their 
singers, and published the songs from different areas in separate volumes. In other words, the 
identity of the singer and the region where the songs were collected featured for them as a 
more important organizational principle and common element than the heroes and events they 
described. 
,Q DGGLWLRQ DOWKRXJK .DUDGåLü GHFODUHG WKDW WKH VRQJV KH SXEOLVKHG ZHUH FROOHFWHG
directly from the singers as part of the living oral tradition, he did occasionally use previous 
written sources. Thus in his first collection he published Hasanaginica not, as he claims, from 
KLVFKLOGKRRGPHPRU\EXWIURP)RUWLV¶VERRNDQGFRQWLQXHGWRUHSULQWLWUHJXODUO\LQWKHODWHU
HGLWLRQV7KHVDPHDSSOLHVWRVHYHUDORWKHUVRQJVIRUZKLFK.DUDGåLüFODLPHGWREHSDUWRIWKH
living oral tradition, but which in fact were taken from printed sources.281 7KHVRQJµ-DNãLüL
NXãDMXOMXEH¶IURPhis 1845 second volume of Srpske narodne pjesmeIRUH[DPSOH.DUDGåLü
KDG IRXQG LQ 0DWLMD 5HOMNRYLü¶V ERRN 6DWLU LOL GLYOML þRYLN, published in Slavonia in 1779. 
AlWKRXJK .DUDGåLü FODLPHG WKDW KH KDV DOVR KHDUG LW IURP D VLQJHU IURP 8åLFH LW LV DV
scholars pointed out, hard to believe that almost the exact version could exist orally in a 
                                                 
278
 .DþLüRazgovor ugodni narodna slovinskoga, p. 29. 
279
 1MHJRãOgledalo srbsko, p. 10. 
280
 6HH7YUWNRýXEHOLüEpske narodne pjesme, Zagreb: [s.n.], 9RMLVODYĈXULüAntologija narodnih epskih 
pesama, Beograd: Srpska knjiåevna zadruga, 1958.  
281
 6HH9ODGDQ1HGLüµ3RJRYRU¶LQ.DUDGåLüPesmarica 1814, 1815, p. 373. $OVR0DWLüNDãQDURGQLHSLQDã
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different geographic area nearly half a century later. 282  Apparently, the reference to the 
XQNQRZQVLQJHUVKRXOGEHVHHQDV.DUDGåLü¶VMXVWLILFDWLRQIRULQFOXGLQJWKHVRQJDmong oral 
folk songs, rather than as a claim that its content was actually written down from a live oral 
performance. In any case, the comparison of the two songs shows that KaradåLüPRVWO\PDGH
PLQRUFKDQJHVRIWKHGLDOHFWVXFKDVWUDQVFULELQJWKHRULJLQDOµEUDMHQH¶DVµEUDMDQH¶µYLUQH¶DV
µYMHUQH¶RUµGRMGH¶DVµGRÿH¶6YHWR]DU0DWLüDQG0LRGUDJ0DWLFNLDOVRVXJJHVWHGWKDWVHYHUDO
RI .DUDGåLü¶V .RVRYR VRQJV DQG songs about older subjects from Montenegro were not 
collected directly from oral singers, but taken from earlier manuscript collections. 283 
However, without reliable evidence of these manuscripts, this presumption remains a matter 
of dispute, and in any case KDUGO\TXHVWLRQVWKHRYHUDOOLPSUHVVLRQWKDW.DUDGåLüRQO\UDUHO\
and exceptionally used previous manuscripts and publications in compiling his collections. 
)LQDOO\ DOWKRXJK .DUDGåLü GHPDQGHG IURP KLV DVVRFLDWHV WR ZULWH GRZQ WKH VRQJV
accurately, he did not always respect these high methodological demands and principles 
himself, and quite often made certain changes and corrections or substituted certain phrases in 
the texts he published. The difficulty with identifying these changes, however, lies in the fact 
WKDW.DUDGåLüGLGQRWNHHSWKHPDQXVFULSWVRIWKHVRQJVKHSXEOLVKHG$VäLYRPLU0ODGHQRYLü
indicated, this might be the consequence of his intention to lessen his voluminous archive, but 
also to conceal the actual amount of editorial changes he made.284 KarDGåLü¶V PDQXVFULSWV
thus consisted mostly of those songs that he received from his associates after 1832 and which 
remained unpublished during his lifetime. Nevertheless, his archive still contains some 
writings made in the earliest period of his work, which enables us to create a provisional 
LPDJH RI KLV RYHUDOO HGLWRULDO SURFHGXUH äLYRPLU 0ODGHQRYLü¶V FRPSUHKHQVLYH DQDO\VLV RI
.DUDGåLü¶VPDQXVFULSWV VKRZHG WKDW WKUHHEDVLF W\SHVRI FKDQJHV LQ WKH WH[WV WKDW.DUDGåLü
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had published could be identified.285 ThHVRQJVWKDW.DUDGåLüSHUVRQDOO\ZURWH down from his 
best singers such as )LOLS 9LãQMLü KH HGLWHG SUDFWLFDOO\ ZLWKRXW DQ\ FKDQJHV DSDUW IURP
SXQFWXDWLRQDQGPLQRUFRUUHFWLRQV7KHSUHVHUYHGSDUWRI WKHPDQXVFULSWRI WKHVRQJ µ.QH]
,YDQ .QHåHYLü¶ FROOHFWHG IURP )LOLS 9LãQMLü LQ  IRU H[DPSOH VKRZV RQO\ WZR VOLJKW
changes from the published texts ± WKH YHUVH µ3UHG ELMHOX SUHG %URGDþNX FUNYX¶ .DUDGåLü
SXEOLVKHGDV µ3UHG%URGDþNXSUHGELMHOXFUNYX¶DQGFKDQJHG µ1L ,YDQXNRJRGL]DYDOL¶ LQWR
µ1L ,YDQX NRJRGL ]DIDOL¶ ,Q DGGLWLRQ LQ KLV HDUO\ FROOHFWLRQV .DUDGåLü RFFDVLRQDOO\ PDGH
certain changes by transcribing the songs originally sung in ekavian dialect into jekavian 
form.286 ,QWKHVRQJVWKDW.DUDGåLüKLPVHOIKDGZUitten down from less accomplished singers, 
0ODGHQRYLü VSHFLILHV KH PDGH PRUH LQWHUYHQWLRQV RIWHQ FKDQJLQJ WKH ZRUG RUGHU
substituting phrases or inserting certain verses.287 )LQDOO\LQWKHVRQJVWKDW.DUDGåLüUHFHLYHG
IURPKLVDVVRFLDWHV0ODGHQRYLüDUJXHVKHIHOWIUHHWRPDNHPDQ\PRUHLQWHrventions: 
.DNRMH9XNODNRåUWYRYDRþDNLOHSHVWLKRYHNDGDQLVXGRSULQRVLOLFHOLQLYLGLVHSRWRPHãWR
je u rukopisu pesme 2JUDãLü VHUGDU L5DGH.UDMLQLü posle stiha Eda Bog da hairli nam bio 
SUHFUWDRþHWLULVWLKDNRMLVXL]UD]SHYDþHYDUDVSRORåHQMD«6DVYLPGUXNþLMHMHSRVWXSLRX
pesmi äHQLGED3HWUD5LãQMDQLQDRGNRMHMHVDþXYDQVDPRUHGLJRYDQLSUHSLVJGHMHSRVOHVWLKD
3RGQMLPHVHÿRJDWSRPDPLRL]EDFLRGYDVWLKDNosi glavu prema gospodaru, / Pjenu baca 
preko gospodaraDGRGDRRVDPQRYLK«288 
1RQHWKHOHVVHYHQ6YHWR]DU0DWLüDVRQHRIWKHIHZVFKRODUVWRVFUXWLQL]H.DUDGåLü¶VHGLWLQJ
DJUHHVWKDWWKHYDVWPDMRULW\RI.DUDGåLü¶VWH[WVDUHUHOLDEOHDQGPHWLFXORXVO\GRFXPHQWHG289 
)LQDOO\VLQFH.DUDGåLüFROOHFWHGRUDOVRQJVIRUPRUHWKDQKDOIDFHntury, some further 
UHPDUNV DERXW KLV ODWHU HGLWRULDO DSSURDFK DUH QHFHVVDU\ )URP WKH HDUO\ V .DUDGåLü
relied more on his associates and contributors, and rarely wrote down the songs directly from 
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oral singers. In addition, as already indicated, he sometimes commissioned the songs about 
WKHQHZHVWHYHQWVGLUHFWO\IURPKLVDVVRFLDWHVVXFKDV6DYR0DUWLQRYLüDQGĈXNR6UHGDQRYLü
Their songs were, therefore, not collected as part of a living local oral tradition, but composed 
directly upon the request of the collector himself. 
In conclusion, it has been argued that, as a rule, the publications of the first collections 
contained serious editorial impact made by their editors. In addition, I indicated that even 
-DFRE *ULPP DQG .DUDGåLü ZKR SURSDJDWHG WKH Vtrictest methodological demands and 
adopted the highest scientific standards of the time, did not always follow these in their own 
FROOHFWRU¶V ZRUN DQG HGLWLQJ SUDFWLFH &RQVHTXHQWO\ WKHLU FROOHFWLRQV ZHUH QHLWKHU HQWLUHO\
comprised of the songs and tales that had been written down directly from oral singers or 
VWRU\WHOOHUVQRUSXEOLVKHGZLWKDEVROXWHDFFXUDF\1RQHWKHOHVV.DUDGåLü¶VHGLWRULDOPHWKRG
and procedure, especially when placed in the context of his time, should not be too severely 
judged. In gHQHUDO.DUDGåLüGLGFROOHFWPDQ\RUDOVRQJVKLPVHOISHUVLVWHQWO\VHDUFKHGIRUWKH
best singers, and quite successfully avoided obviously literary epic songs and poems that 
some of his contemporaries considered as oral songs and published as the purest folk poetry. 
)ROH\¶V FRQFOXVLRQ WKDW µKLV HGLWLQJ ZDV OLJKW LQ FRPSDULVRQ ZLWK WKH XVXDO SUDFWLFH RI WKH
WLPH¶290 thus appears to be well justified. I will assume, therefore, that generally the songs 
IURP.DUDGåLü¶VFROOHFWLRQFDQEHXWLOLVHGIRUDQLQYHVWLJDWion of the traditional outlook and 
the style characteristic of oral tradition of the time. 
 
7KH&ODVVLILFDWLRQRI0RQWHQHJULQ6RQJVLQ.DUDGåLü¶VNarodne srpske pjesme 
 
,Q WKHSUHYLRXVGLVFXVVLRQ LWZDV HVWDEOLVKHG WKDW.DUDGåLü FRPSLOHGKLV FROOHFWLRQV
with songs from various sources; some of them he had personally collected from Montenegrin 
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oral singers, others he received from his associates from Montenegro, and some were even 
composed by literate Montenegrins and sometimes commissioned directly by KaraGåLü
KLPVHOI,QDGGLWLRQLWKDVEHHQVXJJHVWHGWKDWZKLOHWKHVRQJVWKDW.DUDGåLüKDGSHUVRQDOO\
collected he published either accurately or by substituting phrases and, at the most, adding a 
verse or two, he made more changes in publishing the songs received from his associates. 
Finally, I LQGLFDWHG WKDW GXULQJ KLV ORQJ FDUHHU .DUDGåLü GLG QRW DOZD\V IROORZ WKH VDPH
standards and principles. All mentioned suggests that not all Montenegrin songs published in 
his collections are equally representative of the actual local oral tradition. 
By addressing the three basic issues, the following section offers some further remarks 
RQ 0RQWHQHJULQ VRQJV LQ .DUDGåLü¶V FROOHFWLRQ RI Narodne srpske pjesme, the level of his 
accuracy in their publication and their oral traditionality. Firstly, I will indicate that all 
Montenegrin songs from Narodne srpske pjesme ZHUHZULWWHQGRZQE\.DUDGåLüKLPVHOIDQG
that he collected them directly from oral singers. Secondly, after examining the only 
SUHVHUYHG.DUDGåLü¶VPDQXVFULSWRf a Montenegrin song from this period, I will demonstrate 
that the published version mostly corresponds with the existing manuscript. In accordance 
with the previous discussion of his general editorial approach to the songs he personally wrote 
down, I will therefore assume that he edited Montenegrin songs in Narodne srpske pjesme 
with a generally high level of accuracy. In addition, even though all Montenegrin songs from 
the collection existed in oral form, they are not of equal level of oral traditionality; a 
preliminary distinction will therefore be made between genuinely oral traditional songs on the 
one hand and, on the other, transitional texts and texts with nontraditional elements. 
.DUDGåLü¶V ZULWLQJV FRQILUP WKDW KH KDG SHUVRQDOO\ FROOHFWHG 0RQWHQHJUin songs in 
Narodne srpske pjesme and that they all existed in oral form. Moreover, his introductions to 
the published collection and his correspondence offer substantial data about the singers of 
these songs and the time and place of their documentation. This applies in particular to his 
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Introduction to the fourth book of Narodne srpske pjesme IURPZKHUH.DUDGåLüJDYH
information on the singers for practically all the songs that he had published by that time. As 
he relates in this IntroductionWKHVRQJµ3RS&UQRJRUDFL9XN.RSULYLFD¶KHZURWHGRZQIURP
7HãDQ3RGUXJRYLüLQ6UHPLQDQGµâHKRYLü2VPDQ¶IURPKLVIDWKHU6WHIDQ.DUDGåLüLQ
Karlovac the same year.291 These two songs are, therefore, the earliest collected Montenegrin 
songs in Narodne srpske pjesme.DUDGåLüDOVRVSHFLILHVWKDWWKHWZRVRQJVDERXWWKHEDWWOHRI
0RUDþD µ%RM 0RUDþDQD V 7XUFLPD¶ DQG µ2SHW 0RUDþDQL V 7XUFLPD¶ KH ZURWH GRZQ µ2G
GYRMLFH &UQRJRUDFD )LOLSD %RãNRYLüD %MHORSDYOLüD L] 0DUWLQLüD L 0LORYDQD 0XãLNLQD L]
3LSHUDL]&UQDFDNRMLVXJRGLQHXMHVHQELOLGRãOLX.UDJXMHYDF¶292 
The majority of Montenegrin VRQJV .DUDGåLü ZURWH GRZQ IURP ĈXUR 0LOXWLQRYLü
&UQRJRUDF µ'LMRED 6HOLPRYLüD¶ µ3HURYLü %DWULü¶ µ3LSHUL L 7DKLU-SDãD¶ µ7UL VXåQMD¶ µ3RS
/MHãHYLü L0DWLMD-XãNRYLü¶DQGµ%RM&UQRJRUDFDV0DKPXW-SDãRP¶$OWKRXJK.DUDGåLüGid 
not specify in the Introduction when and where he had collected them, several pieces of 
evidence confirm that this occurred during his longer stays in Serbia between 1820 or 1822. 
)LUVWO\ IRXURI WKHVHVRQJV µ'LMRED6HOLPRYLüD¶ µ3HURYLü%DWULü¶ µPiperi i Tahir-SDãD¶ and 
µBoj Crnogoraca s Mahmut-SDãRP¶ .DUDGåLü KDG SXEOLVKHG DOUHDG\ LQ KLV WKLUG ERRN RI
Narodne srpske pjesme IURP6LQFH.DUDGåLü¶VODVWVWD\LQ6HUELDZDVLQWKHDXWXPQRI
1822, this date could be taken as the terminus ante quem of their documentation. In addition, 
WKHVRQJµ3RS/MHãHYLüL0DWLMD-XãNRYLü¶ is mentioned in a note in a .DUDGåLü¶VPDQXVFULSW
DORQJVLGHZLWKWKHWZR0RQWHQHJULQVRQJVDERXWWKHEDWWOHRI0RUDþDFROOHFWHGLQODWH
ZKLFKLQGLFDWHVWKDW.DUDGåLüKDGDOUHDG\KDGLWLQKLVSRVVHVVLRQby that time.293 Finally, in 
his 1833 Introduction .DUDGåLü H[SODLQV WKDW KH FROOHFWHG WKH VRQJ µ7UL VXåQMD¶ VRPHWLPHV
after his stay in Kragujevac in 1820, that is, either in 1821 or 1822.294 This all indicates that 
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E\ODWH.DUDGåLüDOUHDG\KDGLQKLVSRVVHVVLRQDOOVL[0LOXWLQRYLü¶VVRQJVSXEOLVKHGLQ
Narodne srpske pjesme. 
It is possible to suggest the date of their collecting with more precision. Namely, in his 
letWHUWR.RSLWDU.DUDGåLüUHSRUWHG that he had FROOHFWHGµ-OLMHSLMXQDþNLSMHVDPD¶GXULng 
his stay in Kragujevac in the autumn of 1822.295 Several weeks later, KarDGåLü LQ DQRWKHU
letter mentioned the songs that he had documented in Kragujevac. 296  The information 
SURYLGHG LQ WKH OHWWHU FRPSOLHV ZLWK .DUDGåLü¶V DFFRXQW IURP WKH  Introduction that 
GXULQJWKHVHPRQWKVKHFROOHFWHGWKHWZRVRQJVDERXWWKHEDWWOHRI0RUDþDIRXUVRQJVIURP
6WDUDF 0LOLMD DQG WZR VRQJV IURP $QÿHONR 9XNRYLü IURP .RVRYR ,W LV WKHUHIRUH KLJKO\
LPSUREDEOHWKDWKHZURWHGRZQDQ\RIĈXUR0LOXWLQRYLü¶VVRQJVRQWKLVRFFasion. Moreover, 
as .DUDGåLüUHSRUWHG DQG0LOXWLQRYLü¶VELRJUDSKHUVFRQILUPLQWKHVH\HDUVWKHVLQJHUOLYHGLQ
Belgrade,297 ZKLFK LQGLFDWHV WKDW .DUDGåLü FRXOG KDYH FROOHFWHG WKH VRQJV IURP KLP RQO\
during his visits to Belgrade. It thus leaves us with 1821 as the likely year of the textualization 
RI0LOXWLQRYLü¶V VRQJV.DUDGåLü¶VELRJUDSK\ VHHPV WR FRQILUP VXFKDSUHVXPSWLRQ As his 
ELRJUDSKHU /MXERPLU 6WRMDQRYLü DVVHUWV GXULQJ WKis period .DUDGåLü TXLWH RIWHQ WUDYHOOHG
through Belgrade, but the only time that he spent several weeks there was between January 
and April of 1821.298 ,W LV WKHUHIRUH PRVW SODXVLEOH WR DVVXPH WKDW .DUDGåLü FROOHFWHG WKH
VRQJVIURP0LOXWLQRYLüLQ%HOJUDGHLQWKHHDUO\ 
µ2SHW&UQRJRUFLL0DKPXW-SDãD¶LVWKHRQO\0RQWHQHJULQVong published in Narodne 
srpske pjesme ZLWKRXWWKHQDPHRIWKHVLQJHUVXSSOLHG.DUDGåLüSXEOLVKHGLWLQDQGLQ
the 1833 Introduction KH VDLG RQO\ WKDW KH KDG FROOHFWHG LW LQ .UDJXMHYDF µRG MHGQRJ
&UQRJRUFD¶ 299  $OWKRXJK .DUDGåLü RPLWV WKH QDPH RI WKH singer and the year of the 
                                                 
295
 KaradåLüPrepiska II (1822-1825), p. 117. 
296
 Ibid., p. 123. 
297
 See: KaradåLüSrpske narodne pjesme IV, p. 399. Also: Ljubomir 'XUNRYLü--DNãLüµĈXUD0LOXWLQRYLü-
¶in ,VWRULMVNLþDVRSLVRUJDQ,VWRULMVNRJLQVWLWXWD6$18, III (Beograd, 1952), p. 150. 
298
 LjXERPLU6WRMDQRYLüäLYRWLUDG9XND6WHIDQRYLüD.DUDGåLüa (%HRJUDGâWDPSDULMDµ0DNDULMH¶, p. 189. 
299
 .DUDGåLüSrpske narodne pjesme IV, p. 406. 
 108  
documentation, the fact that he had collected it in Kragujevac enables us to identify the date 
of its documentation quite precisely. Namely, before 1823 when the song was published, 
.DUDGåLüUHVLGHGLQ.UDJXMHYDFRQO\RQWZRRFFDsions ± between July 1820 and April 1821, 
and between August and October 1822. The song, thus, was collected at some point during 
these two stays. To sum up, the available data indicate that all eleven Montenegrin songs 
published in Narodne srpske pjesme KDUDGåLüKDGZULWWHQGRZQSHUVRQDOO\E\WKHODWH 
Another issue of our concern is the actual level of his accuracy in editing Montenegrin 
songs in this collection. As was SUHYLRXVO\HVWDEOLVKHGZKLOH.DUDGåLüSXEOLVKHG WKHVRQJV
that he personally had collected either accurately or by making comparatively minor 
corrections, he made significant changes when publishing the songs received from his 
DVVRFLDWHV6LQFH.DUDGåLüFROOHFWHGWKH0RQWHQHJULQVRQJVKLPVHOILWLVWKHUHIRUHORJLFDOWR
asume that he published them with high accuracy and that the texts from Narodne srpske 
pjesme can thus be taken as textual representations of the actual performances of oral singers. 
+RZHYHU LW ZDV DOVR PHQWLRQHG WKDW .DUDGåLü XVXDOO\ GLG QRW NHHS WKH PDQXVFULSWV RI WKe 
songs published, which makes such a conclusion harder to assert. It also applies to this 
FROOHFWLRQVLQFHWKHUHDUHQRSUHVHUYHGPDQXVFULSWVRIWKH0RQWHQHJULQVRQJVWKDW.DUDGåLü
published in Narodne srpske pjesme. However, one surviving manuscript of the Montenegrin 
VRQJ WKDW .DUDGåLü KDG FROOHFWHG GXULQJ WKHVH \HDUV HQDEOHV XV WR FRQILUP WKH SUHVXPSWLRQ
about his editorial accuracy with more certainty. Namely, in his magazine Danica in 1829, 
.DUDGåLü SXEOLVKHG WKH VRQJ DERXW WKH GHDWK RI WKH 7XUNLVK Kero named Kariman. The 
PDQXVFULSW RI WKLV VRQJ HQWLWOHG µ8VNRN .DULPDQ¶ LV SUHVHUYHG LQ .DUDGåLü¶V DUFKLYH $V
/MXERPLU=XNRYLüDUJXHGVLQFH.DUDGåLüUDUHO\ WUDYHOOHGWR6HUELDbetween 1822 and 1829 
and collected hardly any songs during these years, this song had most probably been collected 
by 1822, along with other Montenegrin songs from Narodne srpske pjesme.300 =XNRYLüDOVR
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DQDO\VHG LWV VW\OH DQG SKUDVHRORJ\ VKRZHG VLPLODULWLHV ZLWK ĈXUR 0LOXWLQRYLü¶V VRQJV DQG
VXJJHVWHGIXUWKHUWKDW.DUDGåLüKDGFROOHFWHGµ8VNRN.DULPDQ¶IURPKLPDVZHOO:KLOHWKH
VFDUFLW\ RI HYLGHQFH SHUKDSV SUHYHQWV XV WR DVVHUW IXOO\ =XNRYLü¶V DWWULEXWLRQ WKH most 
relevant conclusion for this discussion is that the song clearly belongs to the group of 
Montenegrin songs that KaradåLüSHUVRQDOO\ZURWHGRZQE\RUVRPHWLPHDIWHU$VVXFK
it is taken as a manuscript that is illustrative for his editorial procedure of the time. 
äLYRPLU0ODGHQRYLüFRPSDUHGWKHPDQXVFULSWRIµ8VNRN.DULPDQ¶DQGH[WUDFWHGWKH
differences between it aQGWKHSXEOLVKHGYHUVLRQ$OO WKHOLQHVZKHUH.DUDGåLüPDGHFHUWDLQ
changes are listed bellow: 
-RãEHVMHGHXVNRN.DULPDQX7DG¶EHVMHGHXVNRN-Karimanu 
$NRELWL%RJLVUHüDGDOD$NRWHEH%RJLVUHüa dade 
%ROMHüXWLGYRUHRJUDGLWL%¶MHOHüXWLGYRUHRJUDGLWL 
3RG.UVWRYXSUHELMHOXNXOX%DãSRGNXOX.UHVRMHYLü.UVWD 
%MHåLNPHQLýHYXQD.UDMLQX%MHåLNPHQHýHYXQD Krajinu 
2GNRJDVHYRMHYRGDSODãL2GNRJDVHSODãLYRMHYRGD 
%RåMXQMRM]LSRPRüQD]LYDãH%RåMXSRPRüQMRM]LQD]LYDãH 
%¶MHOHLPMHGYRUHRJUDGLR%LMHOHLPGYRUHRJUDGLR 
7HV7XUþLQDVNLQXRRUXåMH              7HV7XUþLQDVNLQXRRUXåMH 
                 I rusu mu odsjekao glavu 
'DüHWHELãüHUFXLOLVHMX6YDNüHGDWL]DWHEHÿHYRMNX 
.RQHGDGHVLORPRWLPDãH         .RQHGDGHRQRPRWLPDãH 
       Manuscript version                                              Published version301 
To summarize, out of eighty-IRXU YHUVHV LQ WKH PDQXVFULSW .DUDGåLü SXEOLVKHG
seventy-three without any changes, and made editorial interventions in eleven verses. Most of 
the changes are minor stylistic interventions, and apply to the word order or to certain words 
DQGSKUDVHV7KHUHLVRQO\RQHVLJQLILFDQWHGLWRULDOFRQWULEXWLRQWKHOLQHµLUXVXPXRGVMHNDR
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JODYX¶ZKLFK.DUDGåLüLQVHUWHGDV0ODGHQRYLüFODLPVWRFRUUHFWWKHREYLRXVODSVHPDGHE\
the singer.302 +HQFH LW FRXOGEH VDLG WKDW.DUDGåLüSXEOLVKHG WKH VRQJTXLWH DFFXUDWHO\ DQG
without significantly influencing its lexis and meaning. Since this conclusion complies with 
WKHHGLWRULDOSURFHGXUHWKDW.DUDGåLüDSSOLHGWRWKHVRQJVKHSHUVRQDOO\FROOHFWHGLQJHQHUDO,
will therefore assume that the Montenegrin songs published in Narodne srpske pjesme do not 
contain significant editorial contribution and can be taken as fairly adequate representations of 
the early nineteenth-FHQWXU\VRQJVVXQJE\.DUDGåLü¶VVLQJHUV 
 
Concluding remarks 
 
This chapter offered the discussion of Parry-Lord concepts of oral tradition and oral 
WUDGLWLRQDOVRQJVXSSOHPHQWHGE\/RUG¶V ODWHUDQDO\VHVof South Slavonic transitional texts, 
DQGWKHHGLWRULDOPHWKRGVRI.DUDGåLüDQGKLVFRQWHPSRUDULHV7KHVXUYH\LQGLFDWHGWKDWWKH
fundamental characteristic of oral song is its performative character, and that the patterns of 
oral composition and distribution are essentially different from those of written literature. 
Consequently, it was suggested that the documentation of oral tradition always involves 
elements of selection, representation and editing, but that accurately documented, transcribed 
and edited collections of oral songs are illustrative of a given oral tradition and enable its 
scholarly analysis. 
Further examination showed that the early collectors usually made significant 
contribution to their collections by changing and unifying the traditional content, but that 
.DUDGåLü KDG FRPSDUDWLYHO\ ULJRURXV VFKRODUO\ PHWKRGV DQG JHQHUDOO\ HGLWHG WH[WV OHVV
obtrusively than many of his contemporaries. It was also indicated that all Montenegrin songs 
from Narodne srpske pjesme ZHUHZULWWHQGRZQE\.DUDGåLüKLPVHOI DQG WKDWKHFROOHFWHG
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WKHP GLUHFWO\ IURP RUDO VLQJHUV $IWHU H[DPLQLQJ .DUDGåLü¶V PDQXVFULSW RI D 0RQWHQHJULQ
song and his editorial principles from this period, I suggested that it is plausible to assume that 
he edited the Montenegrin songs in Narodne srpske pjesme with a generally high level of 
accuracy. I therefore assumed that .DUDGåLü¶V FROOHFWLRQV can be utilised as material for an 
investigation of the early nineteenth century oral tradition and traditional outlook and style. 
In addition, LRUG¶VDQG)ROH\¶VPRUHUHFHQWDQDO\VHVIRFXVHGRQWKHVRQJVWKDWFRQWDLQ
both oral traditional and nontraditional or literary elements. Although Lord and Foley did not 
offer a systematic account or a classification of such songs, they nevertheless examined a 
variety of South Slavonic texts and identified some distinctive cases and groups. Lord thus 
recognized certain South Slavonic texts as transitional, but offered no precise definition of the 
term and applied it to quite a limited number of songs with a more or less balanced ratio 
between oral traditional and literary features. I supplemented these analyses and argued that 
the collections of South Slavonic oral songs offer a continuum of published texts with various 
degree of oral traditionality, and distinguished several basic categories. The texts that show no 
influence of literacy or previously published collections, and were accurately written down or 
recorded from traditional oral singers, I have taken to be genuinely oral traditional and 
consider as fully illustrative for the analysis of a particular oral tradition. In distinction, the 
poems composed by literate, professional poets raised outside oral traditional culture and later 
inspired by oral tradition, I considered as essentially literary texts. Finally, I described 
transitional South Slavonic texts as a distinctive combination of literary and oral traditional 
elements. As I argued, such texts emerged in two principal ways, either by educated writers 
adjusting their literary technique to accommodate an oral traditional content, or by oral 
singers appropriating originally literary characteristics to their oral performative manner and 
style. As I submitted, if we supplemented textual analysis of these songs with information on 
their singers, contributors and the conditions of documentation, transitional character and 
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nontraditional features in .DUDGåLü¶V FROOHFWLRQV FDQ EH UHODWLYHO\ SUHFLVHO\ GHWHUPLQHG DQG
exemplified. 
The following chapters will adopt the classification of Montenegrin songs from 
.DUDGåLü¶VFROOHFWLRQNarodne srpske pjesme into three categories. According to the overall 
level of their oral traditionality, the songs will be divided into genuine oral traditional songs, 
songs with nontraditional elements and transitional songs. In the next chapter, the songs µ3RS
&UQRJRUDFL9XN.RSULYLFD¶µâHKRYLü2VPDQ¶, µ'LMRED6HOLPRYLüD¶ and the two songs about 
WKHEDWWOHRI0RUDþDZLOOEHDQDO\VHG$IWHUH[DPLQLQJWKHLUVW\OHRXWORRNDQGDYDLODEOHGDWD
about their singers, it will be indicated that these five songs are genuine oral traditional songs 
that are fully illustrative of the local oral tradition of the time. In addition, I will indicate that 
these songs typically display features like tribal antagonism and particularism, ambiguous 
relations among the local Christians and their occasional affiliation between neighbouring 
Muslims, and suggest further that these were all common characteristics of Montenegrin oral 
tradition. 
,QFKDSWHUWKUHHWKHVRQJVµ%RM&UQRJRUDFDV0DKPXW-SDãRP¶DQGµ2SHW&UQRJRUFLL
Mahmut-SDãD¶ ZLOO EH H[DPLQHG )ROORZLQJ .DUDGåLü¶V ODWHU UHPDUNV DQG VXEVHTXHQW
scholarly arguments about Bishop Petar as their author, I shall assess this attribution and 
LQGLFDWHWKDWWKHVRQJV.DUDGåLüSXEOLVKHGVKRZWKHFKDUDFWHULVWLFVRIERWKIL[HGOLWHUDU\WH[ts 
and oral traditional songs. I will argue further that the two songs show other nontraditional 
characteristics such as a broader perspective of tribal unity and cooperation under Bishop 
3HWDU¶V OHDGHUVKLS RU a thorough knowledge of the international relations. Therefore, I will 
suggest WKDW WKH VRQJV ZHUH LQLWLDOO\ %LVKRS 3HWDU¶V OLWHUDU\ FRPSRVLWLRQV DQG WKDW ĈXUR
0LOXWLQRYLü SDUWLDOO\ DGDSWHG WKHP LQ KLV RUDO SHUIRUPDQFH E\ LQWURGXFLQJ PRUH RUDO
WUDGLWLRQDOHOHPHQWV+HQFHWKHVHWZRVRQJVIURP.DUDGåLü¶VFROOHFWLRQZLOOEHFODVVLILHG as 
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transitional texts that display the characteristics of both literary and oral traditional manner 
and style. 
,Q WKH ODVW FKDSWHU WKH UHPDLQLQJ IRXU VRQJV WKDW .DUDGåLü ZURWH GRZQ IURP ĈXUR
0LOXWLQRYLü&UQRJRUDFZLOOEHDQDO\VHG7KH\ZLOOEHUHJDUGHGDs a separate group of songs 
that contain both traditional and nontraditional elements. Namely, on the one hand, these 
songs were written down during oral performances and thus undoubtedly existed in oral form; 
they contain oral traditional characteristics and describe subjects commonly found in other 
Montenegrin songs collected at the time, which suggests that they circulated as part of local 
oral tradition. On the other hand, as I will argue, the majority of these songs nonetheless 
contain more or less nonWUDGLWLRQDOHOHPHQWVLQWURGXFHGE\ĈXUR0LOXWLQRYLüDVDQHGXFDWHG
singer influenced by the ideas and poetic works of Bishop Petar I. 
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Chapter 2. Genuine Oral Traditional Songs in Narodne srpske pjesme 
 
 
 
 
 
 
In previous discussion, Montenegrin songs IURP .DUDGåLü¶V Narodne srpske pjesme 
were divided into genuine oral traditional songs, transitional texts and oral songs with 
nontraditional elements. Furthermore, I indicated that Montenegrin songs about relatively 
recent events display recognizable regional characteristics such as local perspective, tribal 
antagonism and particularism or ambiguous ethnic relations between local Christians and 
Muslims, and often glorify isolated local conflicts that had no significant consequences for the 
political constellation in the region. This chapter will assert oral traditional character of five 
Montenegrin songs from the collection by exemplifying their formulaic language, traditional 
rhyming, phraseology and outlook, as well as contextual evidence of their documentation and 
singers. 
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7KH WZRHDUOLHVW GRFXPHQWHG VRQJV µ3RS&UQRJRUDF L9XN.RSULYLFD¶ DQG µâHKRYLü
2VPDQ¶ ZLOO EH WDNHQ DV WKH VWDUWLQJ SRLQW RI DQDO\VLV ,W ZLOO EH DUJXHG WKDW ERWK VRQJV
qualify as oral traditional songs, since they display traditional phraseology and outlook and 
were written down from illiterate, traditional singers. In addition, I will suggest that the two 
songs display the antagonism between the Herzegovinian and Old Montenegrin tribes as a 
common characteristic of the local oral tradition arising from the particular social history of 
WKHUHJLRQ7KLVLVIROORZHGE\WKHDQDO\VLVRIµ'LMRED6HOLPRYLüD¶DVDQRWKHURUDOWUDGLWLRQDO
song in the collection with ambiguous relations among the local Christians and Muslims. It is 
DUJXHGWKDWHYHQWKRXJKLWKDVEHHQZULWWHQGRZQIURPDOLWHUDWHVLQJHUĈXUR0LOXWLQRYLüLW 
shows the same traditional features found in the two aforementioned songs, such as oral-
formulaic character, traditional phraseology, local perspective and ambiguous ethnic relations 
between local Christians and Muslims. In accordance with my previous discussion of South 
Slavonic tradition, I will argue that the singer in this case did not alter the traditional plot and 
performed the song as any traditional singer would, and that this song is therefore fully 
representative of local oral tradition of the time. 
In the second part of the chapter WKH VRQJV µ%RM 0RUDþDQD V 7XUFLPD¶ DQG µ2SHW
0RUDþDQL V 7XUFLPD¶ SXEOLVKHG LQ  LQ .DUDGåLü¶V IRXUWK YROXPH RI Narodne srpske 
pjesme will be taken into consideration. I will pinpoint their genuine oral traditional 
characteristics and perspective by analysing their style and outlook and examining available 
data about their singers. It will be suggested that tribal perspective and local-patriotism are the 
GRPLQDQWYLHZVH[SUHVVHGLQWKHWZRVRQJV)XUWKHU,VKDOOFRPSDUHWKHWZRVRQJVZLWKµ%RM
QD0RUDþL¶ZKLFK LVDQRWKHUVRQJDERXW WKHVDPHHYHQWGRFXPHQWHG LQ WKHILUVWKDOIRI WKH
QLQHWHHQWKFHQWXU\DQGSXEOLVKHGE\.DUDGåLü7KHFRPSDULVRQZLOOH[HPSOLI\WKHGLIIHUHQFHV
LQRXWORRNDQGVW\OHEHWZHHQ WKH WZRRUDO WUDGLWLRQDOVRQJVDQG µ%RMQD0RUDþL¶ composed 
under the influence of Cetinje as the political centre of the emerging Montenegrin state. More 
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precisely, the analysis will enable us to contrast a local tribal view of this event expressed in 
WKH WZR WUDGLWLRQDOVRQJV WR µ%RMQD0RUDþL¶ WKDWSURmotes a wider tribal association under 
the political leadership of Bishop Petar and national solidarity among the local Christians in 
their struggle against the Turks. 
 
7KHµ%HDXWLIXO7XUN¶DQGWKHµ:UHWFKHG0RQWHQHJULQ¶$PELJXRXV(WKQLF5HODWLRQV 
In the Two Earliest Songs 
   
,QWKLVVHFWLRQWKHWUDGLWLRQDOFKDUDFWHULVWLFVRIµ3RS&UQRJRUDFL9XN.RSULYLFD¶DQG
µâHKRYLü2VPDQ¶ZLOOEHH[DPLQHG7KHDQDO\VLVZLOOIROORZWKHDIRUHPHQWLRQHG/RUG¶VDQG
)ROH\¶VLQVWUXFWLRQVWKDWRUDOWUDGLWLRQRSHUDWHVRQWKUHHOHYHOV± individual or idiolectal, local 
or regional, and national or pantraditional, and that in determining traditionality one needs to 
consider various factors such as the density of formulas and the oral-traditionality of the 
structures or systems to which they belong, life history of the individual singer and the role of 
literacy in his or her culture. I will therefore take into consideration all these aspects to show 
that these two songs display genuine oral traditional characteristics. Firstly, brief references to 
the biographies of the singers will indicate that they were traditional, illiterate singers who 
performed oral songs with subjects typical for South Slavonic oral tradition. Secondly, it will 
be argued that the hostility between the Montenegrin and Herzegovinian tribes displayed in 
the songs is a typical characteristic of local oral tradition. In support of this claim I will refer 
to the social history of the region, and offer evidence of conflicts between the Montenegrin 
and Herzegovinian tribes, documented in the earliest eighteen-century Montenegrin histories, 
LQ%LVKRS3HWDU¶VFRUUHVSRQGHQFHDQG .DUDGåLü¶VDFFRXQWVRIWKH0RQWHQHJULQVRFLHW\DQGLWV
oral tradition. Finally, I shall discuss the style and phraseology used in the songs to indicate 
that they contain abundance of traditional formulas and phrases, commonly found in other 
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South Slavonic oral songs, DVZHOO DV LQGLYLGXDO IHDWXUHV DULVLQJ IURP WKH VLQJHU¶VSHUVRQDO
outlook and poetic talent. 7KLVZLOODOOSURYLGHHYLGHQFHWKDWµ3RS&UQRJRUDFL9XN.RSULYLFD¶
and µâHKRYLü 2VPDQ¶ DUH genuine oral traditional songs, and enable us to identify their 
individual, local or regional, as well as general or pantraditional oral features. 
 
Dµ3RS&UQRJRUDFL9XN.RSULYLFD¶ 
$FFRUGLQJ WR .DUDGåLü¶V Introduction to the 1833 edition,303 µPop Crnogorac i Vuk 
.RSULYLFD¶ DQGµâHKRYLü2VPDQ¶DUHWKHWZRHDUOLHVW collected Montenegrin songs in Narodne 
srpske pjesme. While he wrote down all other Montenegrin songs from this collection in 
Belgrade and Kragujevac during 1821 and 1822, these two he had collected already in 1815 in 
the Srem region from Serbian refugees, who fled across the Danube in 1813 after the collapse 
of the First Serbian Uprising against the Turks.  
.DUDGåLü documented µ3RS &UQRJRUDF L 9XN .RSULYLFD¶ IURP KLV IDYRXULWH VLQJHU
7HãDQ3RGUXJRYLü3RGUXJRYLüZDVERUQLQWKHYLOODJH.D]DQFLQHDUWKH+HU]HJRYLQLDQWRZQ
of Gacko; he had no formal education and lived as a hajduk prior to joining the Serbian 
Uprising in 1807.304 .DUDGåLüUHODWHVWKDW3RGUXJRYLüXVHd to recite the songs rather than sing 
them to the accompaniment of a gusle, and praises him as an exceptional, accomplished 
VLQJHU ZLWK D UHSHUWRLUH RI DW OHDVW  VRQJV µ1LNRJD MD GR GDQDV QLVDP QDãao da onako 
SHVPH]QDNDRãWRMHRQ]QDR1MHJRYDMHVYDNDSHVPDELODGREUDMHUMHRQRVRELWRNDNRQLMH
pevao, nego samo kazivaoSHVPHUD]XPHYDRLRVHüDRLPLVOLRMHãWDJRYRUL¶305 Nevertheless, 
3RGUXJRYLüZDVQRW DSURIHVVLRQDO VLQJHUQRUGLGKH HDUQDnything from his singing. When 
.DUDGåLüPHWKLPLQHDUO\3RGUXJRYLüOLYHGLQH[WUHPHSRYHUW\.DUDGåLüWKHQVWDUWHG
giving him small handouts for his keep and writing down his songs. The beginning of another 
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 6HH.DUDGåLüSrpske narodne pjesme IV, pp. 393-412. 
304
 .DUDGåLüSrpske narodne pjesme I, p. 567. 
305
 .DUDGåLüSrpske narodne pjesme IV, pp. 394-95. 
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uprising against the Turks in Serbia proper in the spring of 1815, made an end to their 
FRRSHUDWLRQ$V.DUDGåLüOLYHO\GHVFULEHV 
1RNDGVHRQGD LVSUHG9DVNUVHQLMDX6UELMLSRGLJQHEXQDQD7XUNH LQMHPXNDRGDXÿHVWR
ãLOMDNDSRGNRåX-HGYDJDNRMHNDNR]DGUåLPRNR9DVNUVHQLMD WHSUHSLãHPQHNROike od onih 
SHVDPDNRMHPLMHSXWHPLGXüLL].DUORYDFDQDNROLPDND]LYDR>@WHRGDQGHSUHÿHX6UELMX
da se nanovo bije s Turcima.306 
,Q RWKHU ZRUGV DOWKRXJK 3RGUXJRYLü KDG JUHDW WDOHQW DQG NQHZ PDQ\ VRQJV KH ZDV QRW D
professional singer and apparently preferred fighting to singing. 
  $V LW DSSHDUV 3RGUXJRYLü GLG QRW FRPSRVH VRQJV DERXW FRQWHPSRUDU\ HYHQWV DQG
exclusively relied on songs about older heroes that he learned as part of oral tradition. Several 
pieces of evidence speak in favour of such a hypothesis. Firstly, none of the songs that 
.DUDGåLüDWWULEXWHG WR3RGUXJRYLüGHDOVZLWKFRQWHPSRUDU\KHURHVDQGHYHQWV± they are all 
either about medieval heroes or about seventeenth and eighteenth century hajduks. This 
FRPSOLHV ZLWK .DUDGåLü¶V ZRUGV IURP  ,QWURGXFWLRQ WKDW 3RGUXJRYLü NQHZ PRVWO\ WKH
VRQJV DERXW µNRMHNDNL SULPRUVNL L %RVDQVNL L (UFHJRYDþNL DMGXND L þHWREDãD¶ 307  Another 
argument that supports such a view is that most of his songs have versions in other 
collections, and some of them are IRXQG LQ %RJLãLü¶V FROOHFWLRQ DQG WKH (UODQJHQ
manuscript.308 Since these two collections are comprised of South Slavonic oral epics from 
the seventeenth and eighteenth century that remained unpublished until 1878 and 1932 
respectively, there was no possibility for these songs to influence oral tradition in their 
SXEOLVKHG IRUP 7KLV VKRZV WKHUHIRUH WKDW VRPH RI 3RGUXJRYLü¶V VRQJV FLUFXODWHG IRU
centuries as part of South Slavonic oral tradition. 
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 Ibid., p. 394. 
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 Ibid., p. 394. 
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 )RU D IXOO OLVW RI 3RGUXJRYLü¶V VRQJV VHH 1HGLü 9XNRYL SHYDþL, pp. 21-33. About their versions in other 
coOOHFWLRQVVHH.DUDGåLüSrpske narodne pjesme II, pp. 541-615, Srpske narodne pjesme III, pp. 544-77, Srpske 
narodne pjesme IV, pp. 519-61. 
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.DUDGåLüZURWHGRZQWKHVRQJµ3RS&UQRJRUDFL9XN.RSULYLFD¶IURP3RGUXJRYLüLQ
1815 and published it in his fourth book of Narodne srpske pjesme in 1833.309 It describes the 
conflict between the Montenegrins and Vuk Koprivica who is, just as the singer himself, from 
the Herzegovinian tribe of Banjani. The song begins with a summit of young Montenegrins, a 
0RQWHQHJULQ SULHVW µSRSH &UQRJRUþH¶310 DQG WKH 0RQWHQHJULQ GXNH µX &HWLQML XVUHG JRUH
&UQH¶7RWKHKHURZKRFDSWXUHVRUNLOOV9XN.RSULYLFDIURP%DQMDQLWKHSULHVWRIIHUVDULFK
reward. However, none of the heroes dares to accept the challenge. A woman from 
Montenegro promises to bring Vuk to him. She sends a letter to Vuk, asking him, in the form 
of an obliging religious oath, to come to Montenegro to be the godfather to her son: 
µ2PRMNXPH.RSULYLFD9XþH 
Kumim tebe Bogom istinijem 
,QDãLMHPVYHWLMHP-RYDQRP 
Hodi mene slavnoj gori Crnoj, 
'DPLNUVWLãXEHãLFLVLQD¶ 
Vuk hesitates since he knows that the priest wants to avenge the death of his brothers, 
ZKRP 9XN KDV NLOOHG 9XN¶V PRWKHU DGYLVHV KLP WR WDNH KLV QLne brothers with him for 
protection, but he rejects her suggestion and responds that he would rather die himself than 
risk their lives: 
µ0RMDPDWLMDGQDUD]JRYRUD 
'DSRJLQHGHYHWEUDüLQDFD 
Da ostane devet udovica, 
Da zakuka devet kukavica 
1DQDãHPXGYRUXELMHORPH 
/DNãHPHQHSUHEROMHW¶MHGQRJD¶ 
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 .DUDGåLüSrpske narodne pjesme IV, pp. 30-35. 
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 While the appropriate grammatical form of this phrase should be in nominative (µSRS&UQRJRUDF¶), the singer 
here uses the vocative, which is typically applied in South Slavonic deseterac instead of nominative to fill in the 
missing syllable. 
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During the ceremony in the church, Koprivica is hit twice by bullets, supposedly from 
children who are playing with guns outside the church, as the priest explains; but none of the 
bullets penetrates deep enough to harm him (the singer says that God and Saint John protected 
him). Finally, after the third unsuccessful shot, Koprivica gives gifts for the child, kills the 
priest and thirty more Montenegrins outside the church, and on his return survives an ambush 
and kills several more Montenegrins. 
The emblematic feature of this song is the contrast between the heroism of Vuk 
Koprivica and the negative presentation of the characters from Montenegro. To underline 
their difference, the singer makes use of a number of traditional themes or typical scenes. In 
3DUU\¶VWHUPLQRORJ\DµWKHPH¶RUDW\SLFDOVFHQHLVDUHFXUUHQWVHTXHQFHWKDWLVQDUUDWHGµZLWK
many of the same details and PDQ\RIWKHVDPHZRUGV¶LQDJLYHQRUDO WUDGLWLRQ311 Thus, at 
the beginning of the song, the cowardice of the summoned Montenegrins is exemplified 
through the theme of challenge, commonly found in the South Slavonic epics in general and 
documented in the cROOHFWLRQV SXEOLVKHG E\ .DUDGåLü 6LPD 0LOXWLQRYLü .RVWD Hörmann, 
Parry-Lord, Matica Hrvatska and others. The sequence usually comprises several elements ± 
the speaker identifies a certain hero, then mentions his deeds or misdeeds, and finally invites 
or challenges the present heroes to capture or kill him; the last element often serves as a 
SXEOLF WHVW RI WKHLU EUDYHU\ $OO WKHVH HOHPHQWV DUH SUHVHQW LQ µPop Crnogorac i Vuk 
.RSULYLFD¶, and the singer expresses them in a form of traditional formulaic expressions such 
as WKHYHUVHµ'DO¶MHPDMNDURGLODMXQDND¶, which can be found in many other South Slavonic 
epic songs. Such an invitation may perform a twofold function: it can either distinguish a 
particular hero, or present a general critique of all the summoned characters. The example for 
the first function is taken from WKH VRQJ µ6PUW 0LMDWD¶ IURP 6LPD 0LOXWLQRYLü¶V Pjevanija: 
µ.RþXMDãH þXW VHQH þXMDãH _ NRJOHGDãHRþL REUDüDãH >@ _0D VHGREDU MXQDNQDJRQMDãH¶
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 Parry, The Making of the Homeric Verse, pp. 404-07. 
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3RGUXJRYLüKLPVHOIXVHVWKHIRUPXODLQ DFRUUHVSRQGLQJZD\LQWKHVRQJVµ6HQMDQLQ7DGLMD¶ 
µ$O¶QHJOHGD.RWDUDF-RYDQH _9ɟüHVNRþLQDQRJHODJDQH¶RUµ9LGH'DQLþLü¶ (µ1HSRQLþH
'DQLþLüX9LGH_9HüSRVNRþLQDQRJHODJDQH¶). In other words, the invitation counterposes a 
particular hero who bravely responds to the challenge to all others that avert their eyes, and 
thus serves to emphasize his distinctive heroism. Sometimes, howeverDVLVWKHFDVHLQµPop 
&UQRJRUDFL9XN.RSULYLFD¶, nobody dares to take the challenge. The scene thus turns into a 
general critique of the summoned heroes and serves to expose them all as cowards. In this 
VHQVHIRUH[DPSOHZHILQGWKHVDPHWKHPHLQ6WDUDF0LOLMD¶VVRQJµ%DQRYLü6WUDKLQMD¶ with 
exactly the same verses µ6YLMXQDFLQLNRPSRQLNRãH_,XFUQX]HPOMXSRJOHGDãH¶7KLVVKRXOG
suffice as support for the claim that in the beginning of the song the Montenegrins depicted at 
the scene are collectively portrayed as cowards. 
Another element of the negative presentation of the Montenegrins in the song is their 
disrespect for the sacred and sacrosanct customs and codes of behaviour. Again, several 
elements are systematically used in order to emphasize their violation of traditional norms. 
Firstly, the invitation by the Montenegrin woman for Koprivica to come to Montenegro to 
become the godfather (kum) to her child implies an activation of a special relation between 
him and the Montenegrins. Formally, the role of the godfather is to hold a child during 
baptism and to name the child, but in traditional South Slavonic society it had a special 
significance.312 This role established kinship between the two parties ± WKHJRGVRQ¶V IDPLO\
PHPEHUVSHUFHLYH WKHJRGIDWKHU¶V IDPLO\DV UHOatives and neither they nor their descendants 
marry each other.313 In addition, the invitation of Vuk Koprivica invoking the name of God 
and Saint John activates another traditional institution ± that of hospitality. There is an 
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 According to Serbian ethnologist Veselin ýDMNDQRYLüLWLV pre-Christian in origin, and to name a child means 
that the godfather is responsible to recognize the ancestor embodied in it. ýDMNDQRYLü DOVR LQGLFDWHV WKDW WKH
name for the Milky Way in Serbian is µ.XPRYD VODPD¶ LH WKH JRGIDWKHU¶V VWUDZ DQG FRQFOXGHV WKDW WKH
godfather thus occupies a privileged role between the world of ancestors and the world of the living.  See: 
µ%RåDQVNLNXP¶,Q9HVHOLQ ýDMNDQRYLüO vrhovnom bogu u staroj srpskoj religiji (Beograd: Prosveta, 1994), 
pp. 50-56. 
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 Ibid., p. 54. 
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abundance of evidence about the almost sacred respect for the guest among the highlanders of 
WKH&HQWUDO%DONDQV0DUNR0LOMDQRY¶V3ULPMHULþRMVWYDLMXQDãWYD, for example, offers many 
episodes about the hosts who were killed while steadfastly protecting their guests even from 
the hosW¶V IHOORZ WULEHVPHQ RU DXWKRULWLHV DQG 9DOWD]DU %RJLãLü V\VWHPDWLFDOO\ LQYHVWLJDWHG
this highland hospitality as a traditional legal institution among the Herzegovinian, 
Montenegrin and Albanian tribes.314 In other words, the Montenegrins violate the codified and 
sacred duty of the hosts to protect their guest. That is why the initial invitation by the 
0RQWHQHJULQ SULHVW UHDGV µ'D RWLGH X %DQMDQH UDYQH¶ ± the revenge is fully appropriate, 
KRQRXUDEOH DQG KHURLF RQO\ LI SHUIRUPHG RQ WKH HQHP\¶V JURXQG ,Q FRQtrast, if performed 
through deceit and deception and conducted on the territory where an adversary is protected 
by the sacred norms, it is shameful and disgraceful. In other words, the way that Vuk 
Koprivica is enticed to Montenegro by deceit and treated by his hosts are additional elements 
that present the Montenegrin characters in a negative light. Finally, another prominent 
negative element in their presentation is that they shoot at Vuk Koprivica while he stands in a 
church and participates in a religious ceremony. 
In distinction to the Montenegrin characters, Vuk Koprivica from the Banjani tribe is 
portrayed as a great hero, and his reactions and actions are clearly contrasted to the ones of 
the Montenegrins. The letter from the Montenegrin woman poses a challenge similar to the 
one that the Montenegrin heroes were faced with at the beginning. On the one hand, Vuk is 
DZDUH WKDW LI KH JRHV WR 0RQWHQHJUR WKH SULHVW ZLOO PRVW OLNHO\ NLOO KLP µ2üH PHQH SRSH
SRJXELWL¶2Q WKHRWKHU KDQGKRZHYHU KH LV IDFHG with a mandatory religious oath and an 
invitation to perform the role of godfather, which is at the same time an honour and an 
obligation. Its importance and formal nature show that the refusal would count as a severe 
transgression of traditional norms and codes and as an immense offence. Faced with a 
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situation comparable to the challenge posed by the Montenegrin priest at the opening summit, 
Vuk Koprivica, however, responds appropriately and in accordance with the heroic code ± he 
accepts the invitation and goes to Montenegro. He will, therefore, rather accept the oath and 
die than break the sanctified institution of the godfather. In addition, another heroic element is 
his refusal to bring with him his nine brothers. The number of brothers is also formulaic and 
functions as a frequent topos in South Slavonic epics. In Kosovo songs, for example, it is a 
VLJQRIWUDJHG\RIWKH-XJRYLüIDPLO\VLQFHWKHQLQH-XJRYLüEURWKHUVDOOGLHGWRJHWKHULQWKH
Kosovo Battle. Sometimes, this topos is used to ensure and strengthen a promise or a deal, 
and the characters swear on their nine brothers to bring the ransom or respect an oath. Here, of 
course, it serves to emphasize the heroism of Vuk Koprivica ± he would rather face the 
Montenegrins alone than jeopardize the lives of his brothers. In addition, unlike the 
Montenegrins who shoot at him in the church, he does not disrupt the ceremony, and attacks 
his enemies only after delivering gifts to his godson. The song ends with another formulaic 
DIILUPDWLRQRI.RSULYLFD¶VKHURLVP± ambushed by thirty enemies, he defeats them and returns 
victoriously to Banjani. 
Moving on to the questions of the regional characteristics and an overall perspective 
DQGZRUOGYLHZH[SUHVVHGLQµ3RS&UQRJRUDFL9XN.RSULYLFD¶, it appears that the song shows 
local tradition of praising domestic heroes as dominant over their rivals. As mentioned, 
scholars usually recognized these conflicts among the tribes and ambiguous ethnic relations 
among the local Christians from Herzegovina and Montenegro as common and distinctive 
features of the Montenegrin epic. =XNRYLü DQG 0DWLü WKXV FODLPHG WKDW 0RQWHQHJULQ RUDO
tradition was above all tribal in its character, celebrating individual heroes distinguished in the 
battles both against the Turks and another tribe or clan. 315  'HUHWLü VLPLODUO\ GHVFULEed 
                                                 
315
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Montenegrin epic tradition as essentially local in character, and emphasized that every tribe 
nourished their own songs and traditions.316 
Social history of the region also offers evidence of the apparent hostility between the 
Herzegovinian and Montenegrin tribes. As indicated, from the late eighteenth century 
onwards, local Muslim pashas and beys had little influence over the so-called Old 
Montenegrin tribes situated in the hostile Cetinje region and ruled by the Bishop-Princes from 
WKH ORFDO 3HWURYLü FODn. However, Muslim dignitaries still strove to keep control over the 
territory inhabited by the Herzegovinian tribes, demanding a regular tribute from its 
inhabitants in a way of feudal lords, and even mobilised them to fight against the 
Montenegrins. Since, however, this practical Montenegrin independence was not officially 
recognized until 1878, the Herzegovinian Christians found themselves caught between the 
disobedient Montenegrin tribes and the more Muslim-populated and controlled Bosnia and 
Herzegovina. Alongside the general weakening of the central government in the Ottoman 
Empire throughout the eighteenth and nineteenth century, this brought anarchy and constant 
conflicts into the zone separating the neighbouring Montenegrin tribes such as Cuce, Bjelice, 
1MHJXãL 3MHãLYFL 0RUDþD DQG RWKHUV RQ WKH RQH VLGH IURP WKH +HU]HJRYLQLDQ WULEHV RI
*UDKRYOMDQL3LYOMDQL%DQMDQLäXSOMDQL DQG'UREQMDFL RQ WKHRWKHU VLGH ,Q DFWXDOSUDFWLFH
this meant that the Montenegrins barely distinguished the local Christians from the Muslims 
during their attacks on the Herzegovinian territory under Turkish control, while, in addition, 
subjected Herzegovinian tribes often participated in the campaigns against the Montenegrins. 
The earliest account on Montenegrin history, IVWRULMD R ýHUQRM *RUL written by the 
Montenegrin Bishop-Prince Vasilije in 1754 and published in Moscow, already contains the 
LQIRUPDWLRQ WKDW µVD 7XUFLPD ]DMHGQR X UDW SRÿRãH +HUFHJRYFL NRMLPD 7XUFL QLNDG QH
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GR]YROMDYDMX GD QRVH RUXåMH RVLP NDG LGX X Uat protiv Crne Gore¶. 317  Another 
FRQWHPSRUDQLRXVGRFXPHQWDVKRUWUHSRUWZULWWHQLQ5XVVLDQE\-RYDQ6WHIDQRY%DOHYLüIRU
the Russian court in 1757, also mentions the antagonism between the Montenegrins and their 
neighbours: 
Many Montenegrins earn their living solely by arms, attacking, either Turkish, or Venetian 
citizens. Raiding vicinity to feed themselves, they do not consider robbery as a sin, but as a 
great honour. Their neighbours hate them because of that and they are always in state of war 
with each other.318 
The antagonism between the Montenegrin and Herzegovinian tribes is also a common 
VXEMHFWRI%LVKRS3HWDU¶VFRUUHVSRQGHQFH8VXDOO\ZULWWHQ LQ UHVSRQVH WRD ORFDOFRQIOLFWRU
dispute, and addressed to the local priests or tribal leaders, his letters provide a valuable 
account on contemporary Montenegro. For example, in a correspondence from 1804, the 
+HU]HJRYLQLDQDUFKLPDQGULWH$UVHQLMH*DJRYLü complains to Petar I about the attacks of the 
8VNRFL WULEH IURP 0RUDþD DJDLQVW WKH SRRU +HU]HJRYLQLDQ &KULVtians from the Piva tribe. 
3HWDU,LQUHVSRQVHGHVFULEHV8VNRFLDVµOMXGL]OLLEH]ERåQL>@RQLQHSD]HVYRMXEUDüXLQH
VSRPLQMXWXUVNLMDUDPNRJDVXãWRMHUHüLMRãMXþHQRVLOLLNRJDQMLKRYDEUDüDLGDQDVQRVHQD
YUDW¶319 In addition, in 1807 Bishop Petar criticizes the Bjelice tribe for their constant attacks 
RQ WKH %UÿDQL DQG +HU]HJRYLQLDQ WULEHV DQG HVSHFLDOO\ UHJUHWV WKH IDFW WKDW µ&UQRJRUFL
pomagaju Turcima klati i davati Hristijane u vrijeme, kada je Bog sojedinio srpski narod, da 
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se od turskoga jarma oslobodi¶.320 As indicated, a similar critique of the tribal confrontations, 
mutual conflicts and the absence of ethnic and religious solidarity persists throughout his 
epistles and correspondence.321 
)LQDOO\ .DUDGåLü¶V  ERRN Montenengro und die Montenegriner and his later 
writings offer another valuable account on these local antagonisms in the first half of the 
QLQHWHHQWK FHQWXU\ DQG WKHLU LQIOXHQFH RQ RUDO WUDGLWLRQ , FRQVLGHU .DUDGåLü¶V ZULWLQJV D
reliable source of information for two priQFLSDO UHDVRQV )LUVWO\ E\  .DUDGåLü KDG
personally visited Montenegro and had already had years of experience in collecting 
0RQWHQHJULQVRQJVDQGFXVWRPV6HFRQGO\ LQDGGLWLRQWRKLVFORVHFRRSHUDWLRQZLWK1MHJRã
DQG&HWLQMH.DUDGåLüZDValso informed about the Herzegovinian region. As mentioned, his 
family came from the Herzegovinian tribe of Drobnjaci and maintained close relations with 
WKHLUUHODWLYHV$OVRKLVDVVRFLDWHVIURPWKHDUHDLQWKHILUVWSODFH9XNR3RSRYLüIURP5LVDQ
maintained reguODU FRQWDFWV ZLWK WKH +HU]HJRYLQLDQ VLQJHUV DOO RI ZKLFK PDGH .DUDGåLü
particularly well informed about the local Herzegovinian population, their perception of the 
Montenegrin-Herzegovinian relations and their local oral tradition. 
Some hundred years afteU%DOHYLü¶VUHSRUWRQ0RQWHQHJUR.DUDGåLüVLPLODUO\UHODWHV
WKDW µ[m]QRJL &UQRJRUFL QD WXUVNRM JUDQLFL åLYH JRWRYR MHGLQR RG þHWRYDQMD¶ DQG WKDW WKHLU
actions are often directed against the local Christian population as well. Herzegovinians, for 
their paUWDV.DUDGåLüVSHFLILHVµLPDMX]QDWQHSRYODVWLFHMHGQRãWR]DMHGQRV7XUFLPDLPDMX
da se brane od Crnogoraca, i drugo zato da ne bi LPDOL X]URNDGDXVNDþXX&UQX*RUX¶322 
.DUDGåLüDOVRPDkes a reference to this political and social ambient in the particular context of 
µ3RS&UQRJRUDFL9XN.RUSLYLFD¶1DPHO\UHSULQWLQJWKLVVRQJLQKLVIRXUWKERRNRISrpske 
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narodne pjesme LQ  .DUDGåLü DJDLQ UHIHUV WR WKLV WULEDO DQWDJRQLVP WR H[SODLQ WKH
fratricidal bloodbath between Vuk Koprivica and the Montenegrins to his readership:  
1HNDVHQLNRQHþXGLãWRVHRYGMH6UELMHGQRJD]DNRQDELMXL]PHÿXVHEH%DQMDQLVHLVDGEURMH
X 7XUVNX GUåDYX D RWSULMH VX PRUDOL V 7XUFLPD XGDUDWL QD &UQX JRUX L EUDQLWL VH RG
&UQRJRUDFD NDR ãWR VX L &UQRJRUFL þHWXMXüL RQXGD SR 7Xrskoj slabo razlikovali imanje 
KULãüDQVNRRG7XUVNRJD323 
This remark thus shows that even in the second half of the nineteenth century and almost fifty 
\HDUVDIWHUWKHVRQJKDGEHHQFROOHFWHG.DUDGåLüIRXQGLWDSSURSULDWHWRH[SODLQWKHFRQIOLFW
in the song in terms of the still existing tribal antagonism. 
On the regional level, therefore, this earliest documented song displays the hostility 
between the Herzegovinian and Montenegrin tribes as a characteristic feature of the local oral 
tradition. While the antagonism between the heroes in this song is to some extent motivated 
by their personal disputes, it is also a consequence of their distinctive local and tribal identity. 
Namely, the singer himself identifies with and praises the hero from the local Banjani tribe 
and counterposes him to the Montenegrins as his foes. Accordingly, there are no claims for 
their religious or national solidarity or association that would, for instance, account for all the 
heroes as the members of the same ethnic, national or religious group. Of course, this is not to 
say that such an idea of a wider and common mutual origin or affiliation is necessarily foreign 
WR WKHVLQJHURU WRKLV ORFDORUDO WUDGLWLRQ$FWXDOO\0DUNR.UDOMHYLü LQ3RGUXJRYLü¶V VRQJV
often acts as a protector RI SRRU &KULVWLDQV IURP 7XUNLVK DJJUHVVLRQ DQG 3RGUXJRYLü¶V
µäHQLGED'XãDQRYD¶GHVFULEHV WKHJORU\RI WKHIRUPHU6HUELDQHPSLUHDOORIZKLFKSHUKDSV
implies or presumes a certain conception of the common Serbian nationality. Nonetheless, 
this song about more recent local heroes remains limited to local and tribal affiliation as the 
most effective operative element in the plot, and I referred to the social history of the region 
to explain this particular feature of the Montenegrin-Herzegovinian relations. In the last part 
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of the chapter, I will identify these features in several other Montenegrin songs from 
KaradåLü¶VNarodne srpske pjesme, framing them as local and tribal view or perspective. 
 
EµâHKRYLü2VPDQ¶ 
This section briefly identifies similar characteristics such as ambiguous ethnic 
relations between the Herzegovinians and Montenegrins and the domination of local and 
WULEDOSHUVSHFWLYHLQWKHVRQJµâHKRYLü2VPDQ¶7KHVRQJGHVFULEHVWKHMRXUQH\RI2VPDQDQG
his company from their native Klobuk across the Herzegovinian-Montenegrin border, and 
their murder by a Montenegrin company. The Montenegrins act in the name of blood revenge, 
VLQFH 2VPDQ SUHYLRXVO\ NLOOHG WKH VRQ RI WKH FRPSDQ\ OHDGHU äLYNR 'DPMDQRYLü .DUDGåLü
ZURWH LW GRZQ LQ 6UHP LQ  IURP KLV IDWKHU 6WHIDQ .DUDGåLü +LV GHVFHQW IURP WKH
Herzegovinian tribe of Drobnjaci and close family relations with their Herzegovinian relatives 
effectively explain the existence of a song with a local Herzegovinian subject and characters 
in a different environment.324  ,Q DGGLWLRQ DV .DUDGåLü UHODWHV KLV IDWKHU¶V UHSHUWRLUH ZDV
limited to the songs that were popuODUDPRQJKLVIDPLO\PHPEHUVµ>6WHIDQMH@NDRSRERåDQL
]ELOMVNL HUQVWKDIW þRYHN YUOR PDOR PDULR ]D SHVPH VDPR NROLNR LK MH JRWRYR QHKRWLFH
XSDPWLRRGVYRJDRFD-RNVLPDLEUDWD7RPD¶325 
µâHKRYLü 2VPDQ¶ LV OLNH µ3RS &UQRJRUDF L 9XN .RSULYLFD¶ DOVR Fharacterised by 
ambiguous relations between the local Christians from the Montenegrin and Herzegovinian 
side of the border. Thus, for instance, one of the three friends that accompany Osman on his 
MRXUQH\LVD&KULVWLDQµYODãH2VWRMLüX0DUNR¶,QDGGLWLRQ, the company makes the first stop 
WRUHVWRQWKHLUZD\IURPWKH+HU]HJRYLQLDQWRZQRI.OREXNWR1LNãLüµNRG9XNLüDNQH]DRG
9LOXVD¶7KH WLWOHRI µNQH]¶ VLJQLILHV DGLVWLQJXLVKHG VWDWXVRI WKLV ORFDO &KULVWLDQ FKDUDFWHU
Such examples indicate the predominance of the local and territorial identification between 
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the characters over a broader one that would follow from their religious affiliation. This all 
seems to be in accordance with the previous discussion of the ambiguity between the 
Herzegovinian and Old Montenegrin tribes as a common characteristic of the local oral 
tradition. 
$VLWDSSHDUVµâHKRYLü2VPDQ¶GLVSOD\VFHUWDLQHOHPHQWVWKDWVKRZDQDIILOLDWLRQZLWK
the Muslim hero and a likely influence of Muslim epic tradition. The opening lines praise 
µ0ODGR7XUHâHKRYLü2VPDQH¶ 
Od kako je svijet postanuo, 
1LMHOMHSãLFYLMHWSURFYDWLR 
[...] 
Na OMHSRWXNDRLÿHYRMND 
1DVWLGQRüXNDRLQHYMHVWD 
[...] 
1DMXQDãWYRN¶R%RMþLü$OLMD 
$O¶PXYODVLRGUDVWQHGDGRãH .326 
The comparison of the hero with a flower and a bride, and the emphasis on his handsomeness 
give the song a certain ballad-like opening unusual for Christian epics, but common in the 
poetry of the South Slavonic Muslims.327 The last two lines also indicate the influence of a 
pro-Muslim perspective; not only is Osman equated with a famous hero of the Muslim epic,328 
but the Christians are referreGWRLQWKHGHURJDWRU\IRUPµYODVL¶DQGEODPHGIRUKLVGHDWK 
These elements induced .DUDGåLü WR FRQFOXGH WKDW WKLV VRQJ RULJLQDWHG ZLWKLQ WKH
Muslim oral tradition. Namely, in a later edition, the aforementioned verses are followed by 
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(Beograd: Prosveta, 1958), p. 492. 
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KLV FRPPHQW µ3R RYRPH VH YLGL GD VX RYX SMHVPu spjevali Srbi zakona Turskoga¶.329 My 
previous remarks about the distinctive social and geo-strategic status of Herzegovinian 
Christians, however, suggest that this is not necessarily the case. Namely, in the light of these 
closer and prolonged connections between the Herzegovinian Christians and Muslims, such 
an appreciation of a Muslim hero by a Christian singer is quite understandable. What is more, 
we find certain appreciation for Osman even in the version of this song collected from a 
Christian 3HWDU9XNVDQRYIURP0RUDþDDURXQG and published in his Pjevanijaµ2GNDNR
MH7XUþLQQDVWDQXR_1LMHEROMLMXQDNSRVWDQXR>@_GYDGHVHWLSHWSRVMHN¶RMHJODYDK_DWROLNR
LPD þHOHQDNDK¶330 Nonetheless, while this song also opens with an appraisal oI 2VPDQ¶V
KHURLVPLWDSSDUHQWO\SRUWUD\VKLPZLWKOHVVVXEWOHW\WKHOH[LFDOGLIIHUHQFHµ7XUþLQ¶LQVWHDG
RIµVYLMHW¶OLPLWVKLVKHURLVPDQGSUHVHQWVKLPDVH[FHSWLRQDORQO\DPRQJWKH7XUNV,QVKRUW
while Osman appears to be a well-known epic hero in tKHUHJLRQ6WHIDQ.DUDGåLü¶VYHUVLRQ
seems to capture more pro-Muslim features in his portrayal. 
This song also shows signs of a perspective more sympathetic towards the 
Montenegrins and their actions and hostile with regard to the Muslims/Turks. For instance, 
moving to the Montenegrin tent and their preparations to attack the company, the singer 
seems to adopt this different perspective. A recognizable break that occurs after line 130 
marks the shift to this altered outlook. There is no pejorative ethnonym µYODVL¶ IRU WKH
Christians, and their motives are well justified ± Osman is described by one of the characters 
DVWKHKHURµâWRQR&UQXJRUX]DWYRULR_ 0ORJXQDãXEUDüXSRJXELR¶.331 In addition, the singer 
QDUUDWHVWKDWKHKDGSUHYLRXVO\NLOOHGWKHVRQRIDFRPSDQ\OHDGHUäLYNRDQGVSHFLILHVµ2GH
äLYNRVLQXQDRVYHWX¶.332 As it appears, the two perspectives are not mutually exclusive and 
both stem from a liminal position that Herzegovinian Christians occupied between the 
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Montenegrins and the Herzegovinian Muslims. Osman is thus portrayed as a positive hero in 
WKH VW\OH RI WKH 0XVOLP HSLF ZKHUHDV äLYNR¶V FKDUDFWHU VHHPV WR GHULYH PRUH IURP D
Christian-oriented tradition. In both cases, the singer uses common stylistic devices of the 
local oral tradition, without paying particular attention to pro-Muslim or pro-Christian 
attitudes that they imply on a more general level. 
Finally, the concluding lines suggest tKH VLQJHU¶V UHWXUQ WR D PRUH ORFDO DQG WULEDO
outlook. The Turks are described as vastly outnumbered, and the Montenegrins are referred to 
DV µNDXUL¶ LH LQILGHOV µ2QGD äLYNR GUXãWYR UD]UHGLR _ 1D 7XUþLQD SR WUL NDXULQD _ 1D
2VPDQDVDPRJDGYDQDHVW¶.333 7KHVRQJHQGVZLWKDILQDOFRQILUPDWLRQRI2VPDQ¶VKHURLVP± 
he kills two attackers before being killed himself. Osman thus fulfils the last demand of the 
KHURLFFRGHZKLFKLVQRWWRµGLHZLWKRXWUHSODFHPHQW¶µXPUHWLEH]]DPMHQH¶ZLWKRXWNLOOLQJ
at least one enemy, means to die in disgrace. For example, Bishop Petar mentions in a note 
WKDWWKH0RQWHQHJULQVµQLMHVXRåLYRWXVYRMHPXQRRVPUWLPLVOLOLGDVramotno bez zamjene 
QH SRJLQX¶. 334  In his book 3ULPMHUL þRMVWYD L MXQDãWYD Marko Miljanov also describes a 
situation when a hero, surrounded by his enemies, worries more about the shame of dying 
ZLWKRXWUHSODFHPHQWWKDQDERXWKLVRZQGHDWKµ-RãXMHVDGPDOD VPUWSULVUDPRWLHüHPXVH
JRYRULW³3RJLEH-RãR6WRMDQRYQDVUHG3RGJRULFHDGDQHSURVSHNDSNUYLWXUVNH´¶335 Finally, 
besides the loss of two men, another element that undermines the Montenegrin deed in 
µâHKRYLü2VPDQ¶LVWKHNLOOLQJRI2VPDQ¶VFRPSDQ\ GXULQJWKHLUVOHHS0LOMDQRY¶VERRNDOVR
provides similar example of two heroes who refrain from killing their enemy because he was 
DVOHHSDQGDIWHUZDUGVH[SODLQWRKLPWKHLUIXWXUHLQWHQWLRQVµGDWHQDSRãWHQQDþLQ]DNROMHPR
ÿHVREDRNDJOHGDã¶336 In sKRUWDOOWKHVHHOHPHQWVIROORZWKHLQLWLDODSSUHFLDWLRQRI2VPDQ¶V
heroism and portray his death in accordance with the heroic code. 
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7KH FRPSDULVRQ ZLWK µ.RUMHQLü¶ RIIHUV DQRWKHU FRQYHQLHQW LOOXVWUDWLRQ RI D GLIIHUHQW
perspective coming from the Christian VLQJHUIURP0RUDþDZKRDSSDUHQWO\VKRZVV\PSDWK\
for the Montenegrins and is more hostile towards the Herzegovinian Turks. Thus, for 
example, in this song, too, Osman expresses the same fear of dying without killing an enemy: 
µVYRPHVDPVHVUFX]DUHNDR _ HSRJLQXWEH]]DPMHQHQHüX¶.337 The difference is that in this 
version this actually happens, since Osman here dies before he could endanger any of his 
DVVDVVLQV ,Q DGGLWLRQ µ.RUMHQLü¶ leaves no scar on the Montenegrin endeavour, since it is 
clear that OVPDQDQGKLVFRPSDQ\DUHIXOO\DZDNHDQGDWWDFNHGGXULQJWKHLUFRQYHUVDWLRQµ8
ULMHþL NDG MX JRYRUDãH _ FUQRJRUVNH SXãNH ]DSXFDãH _ D SODPHQL QRåL VLMHYQXãH¶ 338 
Accordingly, the singer expresses the full success of the Montenegrin company that returns 
without casuaOWLHV ZLWK HYLGHQW V\PSDWK\ WRZDUGV WKH 0RQWHQHJULQV µL QD GRP VH ]GUDYR
SRYUQXãH_VYLGRÿRãHORPQRM*RUL&UQRM_VYLGRÿRãH]GUDYRLYHVHOR¶339 
7KHWZRVRQJVDOVRRIIHUYHU\GLIIHUHQWSRUWUDLWRIWKHOHDGLQJKHUR2VPDQµ.RUMHQLü¶
on the oQH KDQG RSHQV ZLWK WKH FKDOOHQJH DQG LPSOLFLW GHQLDO RI 2VPDQ¶V KHURLVP E\ KLV
ZLIH6KHTXHVWLRQVKLVEUDYHU\EHFDXVHKHDYRLGVYLVLWLQJKHUSDUHQWVLQ1LNãLüZKLFKZRXOG
require travelling across a territory frequently patrolled by Montenegrin þHWH. Thus, Osman 
SUDFWLFDOO\GHSDUWV IRU1LNãLü WRSURYHKLVFRXUDJHEXWEHLQJNLOOHGRQ WKHZD\ZLWKRXWDQ\
loss on the side of his foes, apparently fails to do so. In contrast, µâHKRYLü 2VPDQ¶ 
consistently confirms his heroic gesture throughout the song. In addition to a sensual 
GHVFULSWLRQRIWKHKHUR¶VKDQGVRPHQHVVDWWKHEHJLQQLQJDQGKLVNLOOLQJRIWZRDWWDFNHUVDWWKH
end, his heroic behaviour is further confirmed when one of the characters falls ill during their 
trip and suggests that he should be left by WKH URDG 2VPDQ UHVSRQGV µ1LMH 2VPR GUXãWYD
ostavljao, | ĈH SXFDMX SXãNH GåHYHUGDQL _ 6LMHYDMX PDþL JUHEHQãWDFL _ , MXQDþNH SROLMHüX
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JODYH¶.340 In addition, while his companions carelessly lie around the fire, Osman keeps guard 
until midnight and later sleeps leaning on a rock with the matchlock in his lap. The two songs 
WKXVHQGZLWKRSSRVLQJHYDOXDWLRQVRIWKHFKDUDFWHUVDQGWKHLUDFKLHYHPHQWV:KLOHµ.RUMHQLü¶
celebrates the success of the Montenegrin action, it is evident that, despite a certain duality of 
SHUVSHFWLYHWKHVRQJµâHKRYLü2VPDQ¶IDYRXUVWKH0Xslim hero and stigmatizes Montenegrin 
behaviour. 
7RVXPXSERWKVRQJVWKDW.DUDGåLüFROOHFWHGLQGHVFULEHUHODWLYHO\UHFHQWORFDO
heroes and events from a particular local view and perspective. They are situated in the 
specific Herzegovinian milieu, and depict conflicts from the Montenegrin-Herzegovinian 
border. Further, both display features such as ambiguous ethnic relations between the 
Herzegovinans and Montenegrins and the domination of local and tribal perspective as 
characteristic features of the oral tradition in the region. 
 
c. Traditional Rhyming and Phraseology 
The two songs also have oral traditional forms of rhyme and traditional phraseology. 
With regard to rhyming, I KDYH DOUHDG\ PHQWLRQHG /RUG¶V FRQFOXVLRQ WKDW DOWKRXJK 6RXWK
Slavonic oral epic songs are not rhymed, µRFFDVLRQDOUK\PHGFRXSOHWVDUHFRPPRQHQRXJKLQ
WKH WUDGLWLRQDO VW\OH¶341 1HYHUWKHOHVV DV /RUG VKRZHG LQKLV DQDO\VLVRI WKH VRQJ µPostanak 
NQMD]DX&UQRM*RUL¶, frequent rhyming and consecutive rhymed couplets are typical indices 
of an educated author, literary influence and a nontraditional origin of the song.342 In these 
two songs, the number of rhymed verses is, statistically speaking, relatively modest, and 
comprises around fifteen percent of all the lines. More precisely, LQWKHVRQJµPop Crnogorac i 
9XN .RSULYLFD¶ as many as 24 out of 170 verses could be said to show a certain form of 
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UK\PLQJµâHKRYLü2VPDQ¶KDVDVOLJKWO\KLJKHUQXPEHURIUK\PHGYHUVHV± approximately 33 
out of 192 lines in total. 
There are three basic types of rhyme in the songs. Mostly, the rhyming is incomplete 
and applies only to the last syllable. It is usually limited to participles and verb endings, such 
as: SRQLNRãHSRJOHGDãH, XþLQLRSRJXELR, RSD]LODLãHWDOD µ3RS &UQRJRUDF L 9XN .RSULYLFD¶, 
26-27, 68-69, 96-97) or postanuo/procvatio/odrodio, RGVMHGRãH/QDORåLãH/XVWDNRãH µâHKRYLü
2VPDQ¶, 1-3, 71-73). Occasionally, similar phonetic parallelisms are found between the verses 
ending with a noun or an attribute: EUDüLQDFDXGRYLFDNXNDYLFD, 9XþH&UQRJRUþe, 
zlatne/Jovane µ3RS &UQRJRUDF L 9XN .RSULYLFD¶, 119-20, 80-82, 129-30), or 
bijelome/Osmane, Turci/Crnogorci µâHKRYLü2VPDQ¶, 6-7, 148-49). In total, seventeen verses 
LQWKHVRQJµ3RS&UQRJRUDFL9XN.RSULYLFD¶ DQGQLQHWHHQLQµâHKRYLü2VPDQ¶IDOOLQWRthis 
category of the incomplete rhyme between two contiguous verses. 
Another common form of rhyme is the leonine or internal rhyme. Four lines in the 
VRQJµ3RS&UQRJRUDF L9XN.RSULYLFD¶ have a leonine rhyme µ'DO MHPDMNDURGLOD MXQDND¶
µ.DRGRMNHXPODGHÿHYRMNH¶µ=ORMHSRüLDJRUHQHSRüL¶µ%RJüHGDWLGDüHGREURELWL¶
,QµâHKRYLü2VPDQ¶WKHUHDUHHLJKWVXFKYHUVHVµ(YRYRGHHYRåLYH]JRGH¶µ,
NRQDNDGREUD]D7XUDND¶µ1LMHO¶PDMNDURGLODMXQDND¶ µ,O¶VX7XUFL LO¶VX&UQRJRUFL¶ µ1D
7XUþLQDSRWULNDXULQD¶µ,JUDNRQMDLWDPRLDPR¶µýXYDRMHQRüLGRSRQRüL¶DQG µ,]LÿRãHQRüL
GRSRQRüL¶$OOIRXUYHUVHVIURP3RGUXJRYLü¶VVRQJDQG
WKH ILUVW ILYH OLVWHGYHUVHV LQ µâHKRYLü2VPDQ¶ have a canonical form; the word before the 
caesura rhymes with the final word, thus dividing the line into two fully rhymed half-verses. 
,Q DGGLWLRQ WKUHHYHUVHV IURPµâHKRYLü2VPDQ¶ DOVR FRQWDLQ LQWHUQDO UK\PH
but limited only to the second half-verse. Evidently, most of the verses with leonine rhyme are 
aphoristic expressions given in the form of short traditional proverbs. Practically all the verses 
IURP3RGUXJRYLü¶V VRQJDQGPRVWRI WKHYHUVHVZLWK OHRQLQH UK\PH IURP µâHKRYLü2VPDQ¶
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belong to this group. In addition, all the verses are strongly formulaic in character. It is 
QRWDEOHIRUH[DPSOHWKDWERWKVLQJHUVXVHWKHVDPHH[SUHVVLRQµ'DO¶MHPDMNDURGLODMXQDND¶
Other expressions are also common in South Slavonic oral songs in general, which shows 
their pan-WUDGLWLRQDO FKDUDFWHU )RU LQVWDQFH H[SUHVVLRQV OLNH µNDR GRMNH X PODGH ÿHYRMNH¶
µ%RJüHGDWLGDüHGREURELWL¶µL WDPRLDPR¶RUµQRüLGRSRQRüL¶DUHFRPPRQO\IRXQGQRW
RQO\ LQ WKH FROOHFWLRQV IURP WKH 0RQWHQHJULQ DUHD SXEOLVKHG E\ .DUDGåLü and Sima 
0LOXWLQRYLü EXW DOVR LQ WKH HSLFV RI WKH 6RXWK 6ODYRQLF 0XVOLPV DQG 5RPDQ &DWKROLFV
collected by Kosta Hörmann and Matica Hrvatska in the late nineteenth and the early 
twentieth centuries.343 This all confirms the formulaic character of these verses, typically used 
by various singers from different areas to express the same or similar idea. 
The two songs contain only a few rhymed couplets. Two rhymed couplets are found in 
3RGUXJRYLü¶VVRQJpasom/glasom and uvojke/ÿHYRMNH (12-13, 28-29). Both are found at the 
end of larger formulaic expressions, characteristic for other South Slavonic folk epic songs as 
well: 
'DO¶MHPDMNDURGLODMXQDND 
'DO¶VHNXQDEUDWDRGQMLMDOD6YLMXQDFLQLNRPSRQLNRãe,                           
%H]EHãLNHXELMHOXNULOX,XFUQX]HPOMXSRJOHGDãH 
,PXãNLMHPRSDVDODSDVRPKako raste trava na uvojke, 
,MXQDþNLPGRYLMDODJODVRP.DRGRMNHXPODGHÿHYRMNH   
Similarly, the couplet from µâHKRYLü2VPDQ¶µ2GNDNRMHSRVWDODNUDMLQD _1HJRãWR
MHRYLMHKJRGLQD¶-5), is also a part of a theme placed at the beginning of the song. Finally, 
two other rhymed couplets in µâHKRYLü2VPDQ¶ DUH UHSHWLWLRQVRI WKH VDPH IRUPXOD µ3RNULM
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mene zelenom dolamom, | $ SR JODYL VUPDOL PDUDPRP¶ -32, 55-56), which is also 
relatively common in South Slavonic epic poetry. 
To sum up, the above analysis of style and phraseology suggests that the two songs 
have an oral traditional character. Rhymed verses are relatively rare and remain subject to the 
strict rules of oral versemaking. Consequently, practically all the rhymed verses have a 
formulaic character. In addition, the formulas used in the songs often take the form of 
common sayings and traditional proverbs, and a number of equivalent phrases found in other 
South Slavonic songs confirm their pan-traditional formulaic character. Both singers, in other 
words, use a variety of traditional formulas, formulaic expressions, common phrases and 
themes to express the same or similar ideas as other singers, which also indicates the oral 
traditional character of their style. 
In other respects, the two singers show great differences. .DUDGåLü¶V opposing 
HVWLPDWLRQ RI 3RGUXJRYLü DV DQ H[FHSWLRQDO DFFRPSOLVKHG VLQJHU RQ WKH RQH KDQG DQG KLV
father as an almost spontaneous and disinterested singer on the other, can be confirmed. 
$OWKRXJKµ3RS&UQRJRUDFL9XN.RSULYLFD¶ is not among the EHVWRI3RGUXJRYLü¶VVRQJVRQH
could easily notice certain qualities of a gifted singer. I will briefly mention two such 
distinctive characteristics in the song. The first one illustrates his personal use of the 
traditional style. One of the individual phUDVHV WKDW3RGUXJRYLüHIIHFWLYHO\ introduces in the 
mentioned quatrain is the verse µKako raste trava na uvojke¶While the first, the second, and 
the fourth line of the quatrain are pan-traditional, this verse is found only in three songs from 
.DUDGåLü¶V collections,344 DOO FROOHFWHG IURP 3RGUXJRYLü 7KH YHUVH WKHUHIRUH VKRZV KRZ D
gifted, accomplished singer creatively uses the tradition to construct his individual, distinctive 
IRUPXODV DQG WKHPHV 7KH VHFRQG H[DPSOH VKRZV 3RGUXJRYLü¶V WDVWH DQG FRQFHUQ IRU more 
refined psychological states and relations among his characters. Thus, although it was a 
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Montenegrin woman who organized the plan to lure Koprivica by deceit in the first place, 
even she is unable to remain indifferent during their encounter. In the moment when she gives 
her baby to this ethical hero who would rather die than reject the sanctified institution of the 
JRGIDWKHU VKH LV RYHUZKHOPHG ZLWK HPRWLRQV µäDR MRM MH .RSULYLFH 9XND _ 3UROL VX]H QL]
ELMHOROLFH¶7KHKHURVHHVKHUUHDFWLRQDQGLPPHGLDWHO\UHDOL]HVWKDWKHLVEHLQJGHFHLYHGDQG
LVDERXW WRGLHµ3RJOHGDMH.RSULYLFD9XþH _6YRPHVHMH MDGXGRVMHWio, | Ali mu se ino ne 
PRJDãH¶7KLVH[DPSOHLOOXVWUDWHVKRZDJLIWHGVLQJHUFDQVKRZFRQFHUQIRUWKHHPRWLRQVRI
his characters and achieve certain psychological depth in their portrayal. 
2QWKHRWKHUKDQG6WHIDQ.DUDGåLü¶VDOPRVWµPHFKDQLF¶XVDJHRIWKH tradition without 
self-UHIOHFWLRQFDQEHJOHDQHGIURPVHYHUDOLQFRQVLVWHQFLHVLQWKHVRQJµâHKRYLü2VPDQ¶)RU
example, although the verses 40-44 describe how Osman refused to leave one of his wounded 
friends by the road, only ten verses later he does the very same thing that he resolutely 
rejected. In addition, although the singer has emphasized at the beginning that one of the 
PHPEHUVRI2VPDQ¶VFRPSDQ\LVD&KULVWLDQµ9ODãH2VWRMLüX0DUNR¶DWWKHHQGRIWKHVRQJ
he seems to have forgotten about him and repeatedly refers to all company members as the 
7XUNVµ3DNQD7XUNHMXULãXþLQLãH_LSRELãHRNRYDWUH7XUNH¶ 
To sum up, the two earliest documented Montenegrin songs in Narodne Srpske 
Pjesme µPop &UQRJRUDF L 9XN .RSULYLFD¶ DQG µâHKRYLü 2VPDQ¶ DUH Follected from 
traditional, illiterate singers and both represent traditional oral songs. Their main stylistic 
features are the usage of traditional formulas and phraseology and the scarcity of rhymed 
couplets, as well as distinctive individual characteristics arising from the singers¶ SHUVRQDO
outlook and poetic talent. Finally, with regard to their outlook and overall perspective, they 
show typical features of the oral tradition of the region such as the domination of local and 
tribal perspective, or ambiguous ethnic relations between the Herzegovinians and 
Montenegrins and their occasional affiliation with the local Turks. 
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µ7KH)DPRXV3DWULRW¶DQGµ/LYLQJ0RQXPHQW¶WKH%LRJUDSK\RIĈXUR0LOXWLQRYLü 
 
%HIRUH IRFXVLQJ RQ µ'LMRED 6HOLPRYLüD¶ WKH IROORZLQJ VHction opens with the 
discussion of WKHELRJUDSK\RIĈXUR0LOXWLQRYLü&UQRJRUDFZKRSHUIRUPHGVL[RXWRIHOHYHQ
Montenegrin songs published in Narodne srpske pjesme. I shall pinpoint the elements such as 
his education, international travels and experience, the influence of Bishop Petar and his 
connections with Serbian political leadership, which set him apart from traditional illiterate 
VLQJHUVOLNH7HãDQ3RGUXJRYLüRU6WHIDQ.DUDGåLü6HFRQGO\LQDFFRUGDQFHZLWKWKHSUHYLRXV
discussion that the same oral singer can perform some songs in a traditional manner, while 
introducing nontraditional features or the notion of fixed text in his approach to other songs, I 
ZLOOKHUHRIIHUDEULHIDQDO\VLVRIĈXUR0LOXWLQRYLü¶VVRQJµ'LMRED6HOLPRYLüD¶DVKLVVLQJOH
genuinely oral traditional song in the collection. I will demonstrate that it has oral-formulaic 
character and traditional phraseology, and displays typical features found in the two 
aforementioned Montenegrin songs, such as ambiguous ethnic relations between local 
Christians and Muslims and local perspective. Therefore, it will be argued that the singer 
SHUIRUPHGµ'LMRED6HOLPRYLüD¶ LQ WKHVDPHZD\ WKDWD WUDGLWLRQ ORFDOVLQJHUZRXOG without 
introducing elements of literate culture and education. 
7KHVFDUFLW\RIDYDLODEOHKLVWRULFDOHYLGHQFHPDNHVLW LPSRVVLEOHWRUHFRQVWUXFWĈXUR
0LOXWLQRYLü¶VOLIHLQGHWDLOHVSHFLDOO\GXULQJWhe period before his removal to Serbia in 1808. 
Nonetheless, one should bear in mind that we posses substantially more information on him 
thaQRQDQ\RWKHU.DUDGåLü¶VVLQJHU345 
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Picture 3 ± ĈXUR0LOXWLQRYLü¶V SRUWUDLWE\8URã.QHåHYLü 
ĈXUR 0LOXWLQRYLü ZDV ERUQ DURXQG  LQ *UDKRYR ZKLFK ZDV D OLPLQDO ]RQH
EHWZHHQ 0RQWHQHJUR DQG WKH +HU]HJRYLQLDQ 7XUNV DW WKH WLPH 2IWHQ FDOOHG µWKH
0RQWHQHJULQ¶ KH VRPHWLPHV UHIHUUHG WR KLPVHOI DV µD +HU]HJRYLQLDQ¶ DQG signed official 
GRFXPHQWV DV µĈXUD 0LOXWLQRYLü Srbin iz Crne Gore¶346  Several documents suggest that 
0LOXWLQRYLüUHFHLYHGVRPHHGXFDWLRQDOUHDG\LQKLVFKLOGKRRG347 Since at the time there were 
no schools in the modern sense in Montenegro, this would most probably mean that he was 
trained to become a priest in some of the near-by Orthodox monasteries. At the age of sixteen 
or seventeen, however, he lost his sight after suffering from smallpox, which prompted him to 
become a professional guslar. Judging by the fact that in Narodne srpske pjesme .DUDGåLü
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published the songs collected from five other blind singers as well, this was quite a common 
occupation of the blind at the time. 
7KHUHLVQRHYLGHQFHDERXW0LOXWLQRYLü¶VZKHUHDERXWVSULRUWRZKHQKHEHFDPH
a person of confidence to Bishop Petar I and started performing a delicate task during the 
years of the Serbian Uprising against the Turks. SLQFHDVDEOLQGVLQJHU0LOXWLQRYLüDWWUDFWHG
less suspicion, from 1806 to 1808 he regularly travelled between Montenegro and Serbia and 
distributed confidential messages between Bishop Petar and the Uprising leaders. This fact 
FRXOG VKHG VRPH OLJKW RQ KLV ZKHUHDERXWV SULRU WR  =XNRYLü DUJXHG WKDW VXFK D
responsible and delicate task Bishop Petar would only assign to someone who was his close 
associate and who enjoyed his full confidence. He argued further WKDW 0LOXWLQRYLü DV WKH
blind guslar from the area, during his youth mainly resided around the Cetinje Monastery and 
in the company of Bishop Petar I.348 That would correspond with the way of life of other 
.DUDGåLü¶V EOLQG VLQJHUV, who frequented monasteries and lived off the charity of their 
OLVWHQHUV )XUWKHUPRUH LQ WKH DIRUHPHQWLRQHG UHSRUW RQ 0RQWHQHJUR IURP  %DOHYLü
FODLPV WKDW µ>t]here are no artisans and schools in Montenegro except at the Cetinje 
PRQDVWHU\ ZLWKLQ DUFKELVKRS¶V UHVLGHQFH ZKHUH SULHVWV OHDUQ UHDGLQJ DQG ZULWLQJ LQ
Slavonic-6HUELDQ ODQJXDJH ZKLFK LV SDLG E\ DUFKELVKRS¶ 349  Thus, in all likelihood, 
0LOXWLQRYLü¶V close connections with the Bishop from the first decade of the nineteenth 
century date already from his juvenile years. 
,Q  0LOXWLQRYLü SHUPDQHQWO\ VHWWOHG LQ 6HUELD DQG DWWHQGHG WKH QHZO\ RSHQHG
9HOLNDãNROD, the first Serbian institution for higher education. This fact additionally confirms 
WKDW ĈXUR 0LOXWLQRYLü KDG VRPH SUHYLRXV HGXFDWLRQ 1DPHO\ EHLQJ KLPVHOI RQH RI LWV ILUVW
VWXGHQWV9XN.DUDGåLüLQGLFDWHGWKDWWKHVFKRRODFFHSWHGRQO\WKRVHZKRDOUHDG\KDGVRPH
SUHYLRXVNQRZOHGJHRIUHDGLQJDQGZULWLQJ.DUDGåLüDOVRWHVWLILHVWKDW0LOXWLQRYLüGHVSLWHKLV 
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blindness very often knew the lesson better than any other student, which corresponds with 
the testimonies of other contemporaries about his unusual mnemonic ability and his 
permanent interest in books and learning. 350 
 0LOXWLQRYLüDOVRHQMR\HGWKHSDWURQDge of Serbian leaders and occasionally performed 
UHVSRQVLEOH FXOWXUDO DQG SROLWLFDO WDVNV $V .DUDGåLü UHODWHV IURP  WR  KH ZDV D
protégé RI.DUDÿRUÿH WKHOHDGHURIWKH6HUELDQ8SULVLQJDQGUHFHLYHGDFHUWDLQLQFRPHIRU
his patriotic services. 351 $IWHUWKHFROODSVHRIWKH8SULVLQJLQ0LOXWLQRYLüVSHQWVHYHUDO
years as a refugee in Austria and Moldova. The documents from 1816 suggest that he played 
RQH RI WKH OHDGLQJ UROHV DPRQJ WKH 6HUELDQ UHIXJHHV +H LV GHVFULEHG DV µWHSHUãL VXGQLN¶
which would indicate that he was a judge or performed some sort of legislative function. The 
VDPH \HDU 0LOXWLQRYLü FRQILUPHG KLV SDWULRWLVP 6WURQJO\ REMHFWLQJ WR 5XVVLDQ SODQV WR
FRORQL]HWKHUHIXJHHVLQ5XVVLDKHWROGWKH5XVVLDQHPLVVDU\6WRMNRYLüWKHIROORZLQJµ0RMVHM
MH ,]UDLOMüDQHL]EDYLR L]EDYLWHLYLURGVYRMQRVDPRWDNRüHWHJDL]EDYLWLDNRL]GHMVWYXMHWH
PXGDVHXRWHþHVWYRVYRMHYUDWL DQHGDVHRWHþHVWYD OLãL¶ 352 Upon his return to Serbia in 
0LOXWLQRYLüUHVLGHGDW3ULQFH0LORã¶VFRXUW where he was honoured and respected for 
KLV SUHYLRXV PHULWV DQG SDWULRWLF VHUYLFHV 6UHWHQ 3RSRYLü LQ KLV ERRN Putovanja po novoj 
Srbiji, for example, relates that Princess Ljubica would refuse to start a meal at the court until 
µEURWKHUĈXUD¶DVVKHFDOled him, had arrived, and that she used to role a napkin around his 
neck and to pour him the meal herself.353 
8QWLOKLVGHDWKLQĈXUR0LOXWLQRYLüOLYHGLQ%HOJUDGHDQGSOD\HGDQLPSRUWDQW
role in the distribution of books among the Serbs. Namely, since Serbia at the time had few 
publishers and only one bookstore in Belgrade, Serbian writers in the first half of the 
nineteenth century still relied on the subscription system called prenumeracija ± they would 
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make an announcement in the press about their intention to publish a book, and then tried to 
attract as many subscribers as possible. The writers therefore mostly relied on well-known 
ORFDOVZKRZRXOGPHGLDWHEHWZHHQWKHDXWKRUVDQGWKHUHDGHUVKLS0LOXWLQRYLüZDVWKHPRVW
VXFFHVVIXO DPRQJ WKHP .DUDGåLü DQG RWKHU FRQWHPSRUDULHV GHVFULEH KLP DV D GHGLFDWHG
promoter of books to his fellow citizens, and point out his sometimes strong criticism of their 
DXGLHQFH¶Vlack of enthusiasm for literature.354 Given the importance of such mediation in this 
rudimentary form of book distribution, it is not surprising that contemporary writers and 
SXEOLVKHUV SUDLVHG KLP DV µRVRELWRJ OMXELWHOMD NQMLåHVWYD L SURVYMHãþHQLMD EUDüH VYRMH¶
µSR]QDWRJ URGROMXEFD L UHYQLWHOMD VUEVNRJ NQMLåHVWYD¶ HWF355 0LOXWLQRYLü DOVR VXEVFULEHG to 
books himself, and was considered a great authority in the questions of Serbian literature. He 
was one of the founders of the first public library in Belgrade, and later significantly 
contributed to the newly opened University Library in Belgrade. For example, it is illustrative 
that of some 440 books and letters that made the initial book fund of the University Library, 
QHDUO\WZRKXQGUHGZHUHGRQDWHGE\0LOXWLQRYLüDORQH 
0LOXWLQRYLü ZDV WKH RQO\ RQH RI .DUDGåLü¶V VLQJHUV ZKRVH GHDWK ZDV SXEOLFO\
announced and mourned. On September 9, 1844, the official Serbian newspapers Srbske 
novine LQIRUPHG WKH UHDGHUVKLS RI WKH GHDWK RI WKLV µWKDQNZRUWK\ SDWULRW DQG WKH OLYLQJ
PRQXPHQWRIWKH6HUELDQ8SULVLQJ¶DQGDQQRXQFHGDPRUHGHWDLOHGRELWXDU\356 Indeed, in the 
QH[W LVVXHHPLQHQWVFKRODU-DQNRâDIDULNZURWHH[WHQVLYHO\DERXW0LOXWLQRYLü¶VYLUWXHVDQG
merits, emphasizing his patriotism and interest in Serbian literature: 
1DMPLOLMH QMHJRYR ]DQLPDQMH ELOR MH NQMLåHVWYR 6UEVNR L PLVOL L UD]JRYRUL R VUHüL L QDSUHGku 
SUHPLORJ PX URGD 6UEVNRJ L RVWDOH EUDüH 6ODYHQVNH VYDND VNRUR QRYR-L]DYãD NQMLJD 6UEVND
PRUDOD VHQMHPXSURþLWDWLSUL þHPX MHRQ VYH ãWR MHYDåQLMH L SULPHþDQLMDGRVWRMQRELOR YUOR
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GREUR ]DSDPWLR ]D VYDNH QRYLQH MH SULOMHåQR UDVSLWLYDR QHEL OL ãWR novo za milu Srbiju ili 
QH]DERUDYOMHQX&UQX*RUXXQMLPDQDãDR357 
The text occupied the entire front page, and became the longest obituary ever to be published 
by Srbske novine (see picture 4). 
 
               
Picture 4 ± ĈXUR0LOXWLQRYLü¶VRELWXDU\IURPSrbske novine 
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ĈXUR 0LOXWLQRYLü &UQRJRUDF FHUWDLQO\ EHORQJV DPRQJ WKH EHVW RI .DUDGåLü¶V DQG
0RQWHQHJULQVLQJHUV LQJHQHUDO.DUDGåLüKLPVHOIKDGDKLJKHVWLPDWLRQRI0LOXWLQRYLüDVD
guslar; in his 1833 Introduction0LOXWLQRYLüLVWKHVL[WKRQHPHQWLRQHG DIWHU.DUDGåLü¶VEHVW
VLQJHUV 7HãDQ 3RGUXJRYLü )LOLS 9LãQMLü 6WDUDF 0LOLMD 6WDUDF 5DãNR DQG 6WRMDQ +DMGXN
$QRWKHU LQGLFDWRU RI .DUDGåLü¶V KLJK UHJDUG IRU 0LOXWLQRYLü LV WKDW DV PDQ\ DV VL[ RXW RI
eleven Montenegrin songs published in Narodne srpske pjesme were written down from him.  
$V LW DSSHDUV0LOXWLQRYLü¶V UHSHUWRLUHZDV OLPLWHG WR0RQWHQHJULQVRQJV7\SLFDOO\
all his songs from Narodne srpske pjesme describe the events from the then present-day 
Montenegro, and cover wider Montenegrin territory. Situated on the terrain of Rijeka near the 
/DNH6NDGDU µ'LMRED6HOLPRYLüD¶GHVFULEHV WKHDUELWUDJHRI WKH&KULVWLDQV LQ WKHGLVSXWHRI
WZR 0XVOLP EURWKHUV µ3HURYLü %DWULü¶ DQG µ3RS /MHãHYLü L 0DWLMD -XãNRYLü¶ DUH VHW RQ WKH
Montenegrin-Herzegovinan frontier and belong to the particular context of their mutual 
UHODWLRQVZKHUHDV µ7ULVXåQMD¶DQGµ3LSHUL L7DKLU-SDãD¶GHVFULEH WKHFRQIOLFWVRI WKH%UÿDQL
DQG WKH 7XUNV )LQDOO\ WKH ODVW VRQJ DWWULEXWHG WR ĈXUR 0LOXWLQRYLü ZLWK FHUWDLQW\ LV FDOOHG
µPadenije 0OHWDND¶6LPD0LOXWLQRYLüKDVSXEOLVKHGLWLQKLVVHFRQGPjevanija in 1837 with a 
QRWH µ2G ĈXUH 0LOXWLQRYLüD &UQRJRUFD VD *UDKRYD URGRP¶ µ3DGHQLMH 0OHWDND¶ describes 
contemporary conflicts against the French and the Russians for the control over the Kotor 
Bay, and thus belongs to the same temporal and spatial framework as his other songs. 
7KHVHVHYHQVRQJVFHUWDLQO\GRQRWUHSUHVHQWWKHWRWDOQXPEHURI0LOXWLQRYLü¶VVRQJV
%HLQJDSURIHVVLRQDOVLQJHU0LOXWLQRYLüPXVWKDYHNQRZQRWKHUVRQJVDVZHOO ,QDddition, 
.DUDGåLüDOVRVSHFLILHGLQKLVIntroduction that he had several other good MiOXWLQRYLü¶V
songs that he intended to publish, but in his later editions failed to provide information on 
these songs.358 This indicated the possibility that some otheU VRQJV SXEOLVKHG LQ .DUDGåLü¶V
later collections or preserved in his manuscripts might have been written down from 
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0LOXWLQRYLü DV ZHOO =XNRYLü WULHG WR LGHQWLI\ VRPH RI WKHP DQG VXJJHVWHG WKDW .DUDGåLü
PLJKWKDYHDOVRZULWWHQGRZQIURP0LOXWLQRYLüWKHVRQJVµ8VNRN.DULPDQ¶µJaut-beg i Pero 
0UNRQMLü¶ DQG µ6WDUL 9XMDGLQ¶.359 However, since this attribution is uncertain, I take into 
FRQVLGHUDWLRQRQO\0LOXWLQRYLü¶VVRQJVH[SOLFLWO\DWWULEXWHGWRKLPE\WKHFROOHFWRUV 
 
µ'LMRED6HOLPRYLüD¶ 
 
As indicated, this VHFWLRQRIIHUV DEULHI DQDO\VLVRIĈXUR0LOXWLQRYLü¶V VRQJ µDijoba 
6HOLPRYLüD¶ DQG H[HPSOLILHV LWV WUDGLWLRQDO IHDWXUHV VXFK DV RUDO-formulaic character, 
traditional phraseology, local perspective and ambiguous ethnic relations between local 
Christians and Muslims. 
µ'LMRED 6HOLPRYLüD¶ describes the conflict between the two Muslim brothers named 
6HOLPRYLü IURP 5LMHND RYHU WKHLU LQKHULWDQFH 8QDEOH WR UHDFK DQ DJUHHPHQW WKH\ FDOO IRU
respected and distinguished Christians from the surrounding tribes and towns to mediate in 
their conflict and act as guarantee for the upholding of their agreement. After three days of 
XQVXFFHVVIXO PHGLDWLRQ 3HURYLü 5DGXOH ORVHV KLV WHPSHU DQG WKUHDWHQV WKH EURWKHUV $Q
unnamed Turk instinctively responds to his sudden rage by killing him. With his dying words, 
Radule demands revenge from his relative Manojlo, but other Christian mediators/witnesses 
µ]HPDOMVNLNPHWRYL¶SUHYHQWWKHEORRGVKHG 
As specified in the title, the song describes deoba, a traditional way of dividing the 
inheritance or settling disputes. In a society where illiteracy was practically universal, this 
form of public settlement in front of respected witnesses had legal force. KaradåLü LQ KLV
second edition of 5MHþQLN defines kmet DVIROORZVµX&UQRM*RULNPHWRYLVH]RYXVXGLMHNRMH
SDUFLL]EHUXGDLPãWRSUHVXGHRYDNRYLMHKNPHWRYDELYDRELþQRSRVDVYDNHVWUDQHLVYDND
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strana svoje izbira, pa dokle kmetuju dotle se i zovu kmetRYL¶ 360  .DUDGåLü¶V GHILQLWLRQ
corresponds to the description of kmet and the procedure of reconciliation from the memoirs 
of the French colonel Vialla de Sommière, who witnessed one such event in 1811 in the rural 
settlement of Dobro, situated only four miles from Rijeka where the plot of µDijoba 
6HOLPRYLüD¶ LV VHW361 ,Q DGGLWLRQ .DUDGåLü LQ KLV ERRN Montenegro und die Montenegriner 
IURPDGGVWKDWµSULL]ERUXVXGLMDJOHGDVHVDPRQDOLþQRVWQDQMHJRYXUMHþLWRVWLSDPHWD
GDOLüHRQELWLQSUL]SOHPHQDRQRJDVNRMLPMHXVYDÿLQDWRVHQLãWDQHJOHGD¶. 362 He also 
refers to µ'LMRED6HOLPRYLüD¶ DV LOOXVWUDWLYH LQ WKLV UHVSHFW µ,DNR MH WRSRHWVNLRSLV X]HW MH
YMHUQRLLVWLQLWRL]åLYRWDQDURGQRJ¶363 Contemporary sources therefore confirm that the song 
describes a specific institution, which was still active in the early nineteenth century in the 
area where the plot is set and in other parts of Montenegro. 
It should be noted that such traditional legal institutions were not in contradiction with 
the Ottoman legislation. In general, the Ottomans did not tend to impose their laws on 
subjected peoples. As a rule, they respected and codified local customs and regulations, and 
reserved the role of kadija as the official judge of the Empire only for major offences that 
violated sacred Islamic religious codes.364 
µ'LMRED6HOLPRYLüD¶WKHUHIRUHDV=XNRYLüLQGLFDWHVSUHVHUYHVDOLYLQJPHPRU\RIWKH
time when Christians and Muslims in Montenegro mediated together in mutual disputes and 
affrays.365 Thus, although this meeting of Christians and Muslims ends in murder, the idea 
behind the gathering presupposes in the first place their equality above the law. As presented 
in the song, despite their religious and tribal differences, their legislative capacity in the local 
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context is equal. This enables the Christians to be the mediators and guarantors to Muslims 
and vice versa. Thereby it might be said that this institution of mutual mediation in disputes 
codifies equality and evaluates social participants independently from their tribal, ethnic and 
religious conformity. 
The origin of the characters suggests their diverse ethnic and religious background, 
ZKLFK ZRXOG FRUUHVSRQG WR .DUDGåLü¶V UHPDUN WKDW RQH¶V TXDOLILFDWLRQV WR EH D OHJDO
representative are not confined to his ethnic or religious conformity, but rest on his reputation 
within the community. Approximately half of the characters are from Old Montenegrin tribes, 
while the other half arrive from the coastal towns of Novi, Kotor, Risan, Grbalj, Perast and 
Dobrota. While the participants from Old Montenegro are all Orthodox Christians, coastal 
representatives come from towns with significant Roman Catholic population. Some of them, 
like Sovro Providur, who bears the title of the official representative of the Venetian 
5HSXEOLFRU=DQH*UEOMLþLüZKRLVDKLVWRULFDOILJXUHDQGDGHVFHQGDQWRIWKHQREOHIDPLO\RI
Bolica,366 are doubtlessly Roman &DWKROLFV DQG VR DUH 3HUOLþLüV IURP 3HUDVW DQG /XþHYLüs 
IURP3UþDQM LI MXGJHGE\ WKHLUVXUQDPHDQGUHVLGHQFH7KXV LW LVQRW WKe religious or ethnic 
conformity, but their respectability and distinguished status in local community that 
recommend them as witnesses. 
In contrast, the violent ending indicates antagonism between local Christians and 
Muslims on a broader level. There is an obvious tension between the participants coming 
IURPGLIIHUHQWUHOLJLRXVEDFNJURXQGV)HDULQJWKDW5DGXOH¶VWKUHDWWRWKHEURWKHUVZLOOOHDGWR
a gunfight, one Muslim instantly kills him. Even though it appears that this is an unfortunate 
outcome of the PHHWLQJµQRVH7XUHMHGQRSUHSDQXOR¶WKHNLOOHUREYLRXVO\DFWVRQWKHSDUWRI
the Muslims/Turks as the offended side. Accordingly, other Christians immediately turn to 
Manojlo to prevent his revenge. It would be incorrect, however, to perceive their intervention 
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as a pacifying mission. They fully recognize the necessity of compensation for Radule, and 
WKHLUVROHGHPDQGWR0DQRMORLVWRSRVWSRQHKLVUHYHQJHµ1HPRMGDQDV]DPHWDWLNDYJH_ -Rã
üHELWLGDQD]DPHJGDQD¶.367 Eventually, blood revenge must be executed. 
Indeed, µ'LRED0XMDL$OLMH¶, a later version collected from Todor Ikov Piper around 
1836, completes the plot by describing the Montenegrin vengeance. It continues the story by 
desFULELQJWKHNLOOLQJRI6HOLPRYLüEURWKHUVDQGWKHEXUQLQJRIWKHLUKRPHDQGHQGVZLWKWKH
FRQFOXVLRQ µ.DNR VH MH WDGH UD]XULOD _ QLNDGD VH RJUDGLWL QHüH¶ )RU WKLV UHDVRQ =XNRYLü
FRQVLGHUV LW DV EHWWHU IURP ĈXUR 0LOXWLQRYLü¶V YHUVLRQ ,Q =XNRYLü¶V ZRUGV 7RGRU ,NRY¶V
YHUVLRQ LV FRPSOHWH DQG ORJLFDO ZKLOH ĈXUR 0LOXWLQRYLü¶V VRQJ UHPDLQHG VRPHKRZ
fragmented and µXSULOLþQRMPHULOLãHQDSUDYRJSHVQLþNRJVPLVODLLVWLQVNHSRUXNH¶.368 
However, in spite of its shortness (only fifty-five verses in total) and the perhaps 
somewhat abrupt ending, it is still hard to agree with Zukoviü WKDW WKHVRQJ LV µdeprived of 
WUXH SRHWLF PHDQLQJ DQG PRUDO¶, since it implies the reality of Turkish presence and the 
unavoidability of mutual contacts and collaboration. Namely, the witnesses respond to the 
invitation without hesitation. There is no suspicion or worry that the call might be a part of the 
WUDLWRURXV SODQ WR DWWUDFW DQG NLOO WKHLU JXHVWV DV LW LV LQ WKH VRQJ µPop Crnogorac i Vuk 
.RSULYLFD¶ 0RUHRYHU ERWK 5DGXOH¶V UHaction and his killing are described as unfortunate, 
rather aberrant events that violate the regular situation and cause the violent ending of the 
gathering. In addition, although they do not question the legitimacy of the revenge, the 
distinguished Christians seek to avoid immediate bloodshed that would radicalize this 
confrontation and generate further conflicts with larger consequences. In general, the killing is 
presented as an isolated incident ± nothing suggests that it would have any serious political 
consequences for the mutual relations between the local Christians and Muslims in general. 
There is no message about their irreconcilable antagonism or Turkish brutality in general, no 
                                                 
367
 .DUDGåLüSrpske narodne pjesme IV, p. 428. 
368
 =XNRYLü9XNRYLSHYDþLL]&UQH Gore, p. 131-32. 
 149  
explicit anti-Turkish sentiment, and primary endeavour of the characters is to avoid larger 
conflict. 
µ'LMRED6HOLPRYLüD¶ like the two previously discussed songs, also displays traditional 
rhyming and phraseology. Leonine rhyme is found only in the apparently formulaic and pan-
WUDGLWLRQDOH[SUHVVLRQµSRVUHGSDVDXNLGHJDV JODVD¶2QHFDVHRIDSURSHUUK\PHLQWKHVRQJ
EHORQJVWRWKHFRQFOXGLQJFRXSOHWµ%RJPXGDRXUDMXQDVHOMH | DRVWDOLP]GUDYOMHLYHVHOMH¶
ĈXUR0LOXWLQRYLü commonly uses these concluding lines, as they are found in another two of 
his songs in this collHFWLRQµ3HURYLü%DWULü¶DQG¶%RM&UQRJRUDFDV0DKPXW-SDãRP¶). Other 
instances of rhyme are rare, and are limited only to the section that lists the names of 
participants in deoba. Most cases apply to parallelisms in their surnames, as in 
3RSRYLüD/XþHYLüD (13-14) and the four lines that follow suite (16-19). Finally, the listing 
ILQLVKHVZLWKDUK\PHGFRXSOHWµ,0DQRMODVLQD9XNRWLQD | 6YHJDNPHWDGYDGHVWLãHVWLQD¶,Q
total, the number of rhymed verses remains low, comprising around one sixth of all the lines. 
Practically all occurrences of rhyme are subjected to the strict rules of oral verse making. 
7KH\ DUH HLWKHU WKH VLQJHU¶V LQGLYLGXDO IHDWXUHV OLNH WKH FRQFOXGLQJ OLQHV XVHG WR PDUN WKH
ending of the song, or pantraditional expressions in the form of leonine rhyme. Finally, 
rhyming found in the listing of characters apparently serves as a mnemonic device ± 
SDUDOOHOLVP DQG UHSHWLWLRQV VXFK DV µ2G 1MHJXãD GYD %RJGDQRYLüD | Od Cetinja dva 
MartinoviüD¶DVZHOODVWKHFRQFOXGLQJUK\PHGFRXSOHWLQWKLVVHction that summarizes their 
total number, are aids that the singer uses to effectively list and localize all the characters. 
The phraseology in the song is equally traditional; none of the words or phrases 
appears to be unusual for traditional songs or of literary origin. Only two verses deserve to be 
PHQWLRQHG LQ WKLV UHVSHFW 1DPHO\ WKH FRQFOXGLQJ OLQH µ%RJ PX GDR X UDMX QDVHOMH¶ PD\
appear as a landmark of an educated singer of clerical background. However, same or similar 
verses are found in other songV IURP .DUDGåLü¶V DQG RWKHU FROOHFWLRQV WKXV LQGLFDWLQJ WKDW
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these were quite common concluding lines of South Slavonic oral songs. The same could be 
VDLG RI D PRUH DUFKDLF ZRUG µþDUQD¶ LQVWHDG RI µFUQD¶ WKDW DSSHDUV LQ WKH OLQHV µ3DN RGRãH
SUHNRJRUHýDUne | GRNGRÿRãHQDULMHNX&UQX¶1DPHO\ZKLOH WKHIRUPµFUQ¶ LVXVHGPRUH
frequently, it is not uncommon for singers to occasionally reach for the more archaic form, 
DQGWKHYDVWQXPEHURIVLPLODULQVWDQFHVLQWKHFROOHFWLRQVRI.DUDGåLüDQG6LPD0LOXWLQRYLü
testifies to its traditional character. In addition, in this particular case it perhaps serves to 
distinguish two geographic topoi ± 0RQWHQHJURµJRUHýDUQH¶IURP5LMHND&UQRMHYLüɚRQWKH
6NDGDUODNHµULMHNX&UQX¶ 
7R VXP XS µ'LMRED 6HOLPRYLüD¶ is a genuine oral traditional song. Both its 
phraseology and outlook are consistently traditional and raise no doubts in their oral 
traditional origin. Moreover, its overall perspective connects it with the two traditional 
0RQWHQHJULQVRQJV WKDW.DUDGåLüZURWHGRZQIURP7HãDQ3RGUXJRYLüDQG6WHIDQ.DUDGåLü
Personal relations between the characters are typically complex and ambiguous, and depend 
on their tribal and territorial affiliation as well as on their ethnic and religious conformity. 
Meanwhile, even though all the participants come from the same region, their origin and 
affiliation are very diverse in terms of the political constellation they belong to and their 
religious affiliation. While some arrive from Muslim-dominated parts of Rijeka near the Lake 
Skadar, others are Orthodox and Roman Catholic Christians from Venetian ruled coastal 
Adriatic towns or Orthodox Christians from Old Montenegrin tribes. In general, the song 
describes a minor conflict in the immediate context of local relations and blood revenge, and 
makes no conclusions nor draws consequences that would apply beyond this singular and 
ORFDOHYHQW6XEVHTXHQWDQDO\VLVZLOOVKRZWKDWĈXUR0LOXWLQRYLüLQKLVRWKHUVRQJVEHKDYHV
LQDGLIIHUHQWPDQQHU,QWKHIROORZLQJFKDSWHUKLVVRQJµ%RM&UQogoraca s Mahmut-SDãRP¶LV
decribed as transitional text. In other words, he treats this song of nontraditional origin as 
authoritative version and tries to reproduce it accurately, but also adapts its literary features to 
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oral style. As will be discussed in the last chapter, in four other songs from the collection he 
typically keeps the traditional plot, but also introduces nontraditional elements to reinterpret 
local incidents from a broader perspective that demands a wider Christian solidarity and 
promotes tribal unity and cooperation in the struggle against the Turks. 
 
7KH%DWWOHRI0RUDþD7ULEDO9LFWRU\RUWKH7ULXPSKRI&HWLQMH 
 
In the Introduction, I distinguished two groups of Montenegrin songs according to 
their subject. Those of the first group depict small-scale conflicts like personal duels, cattle 
raiding and revenge for the death of brother, relative or friend. Those of the second describe 
larger battles from the eighteenth and nineteenth centuries between the Turkish armies led by 
viziers and pashas from Herzegovina, Skadar and Bosnia and coalitions of Montenegrin 
tribes. In the previous section, I analysed three traditional oral songs with subjects typical of 
the first group and pinpointed their main characteristics. In the remained of the chapter, the 
WZRVRQJVDERXWWKHEDWWOHRI0RUDþDFROOHFWHGLQDQGSXEOLVKHGLQµ%RM0RUDþDQD
V7XUFLPD¶DQGµ2SHW0RUDþDQLV7XULFPD¶ZLOOEHH[DPLQHGThe analysis will indicate that 
they are traditional songs that represent a local tribal view of this event. In the next instance, 
WKHRYHUDOOSHUVSHFWLYHH[SUHVVHGLQWKHWZRWUDGLWLRQDOVRQJVDERXWWKHEDWWOHRI0RUDþDZLOO
EHFRPSDUHGZLWKDQXQDWWULEXWHGVRQJµ%RMQD0RUDþL¶ WKDW.DUDGåLüSXEOLVKHGLQKLV ODWHU
collection in 1862 but most likely collected around the same time as the two other songs. The 
comparative analysis of these three different songs about the same contemporary event will 
enable us to exemplify the fundamental differences between the tribal and traditional views of 
the battle expressed in the two songs on the one hand and, on the other, the perspective of the 
SROLWLFDOFHQWUHSURPRWHGDQGIRVWHUHGIURP&HWLQMHLQµ%RMQD0RUDþL¶ 
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7KHDFWXDOEDWWOHWRRNSODFHLQRQO\WZR\HDUVEHIRUH.DUDGåLüZURWHGRZQWKH
two songs aboXW LW%RVQLDQYL]LHU-DODOXGLQ3DVKDDWWDFNHGWKHWULEHVRI0RUDþDLQRUGHUWR
conquer them and restore the shaken Turkish supremacy. The direct motivation for the attack 
was the constant rebelling among the tribes against the Turks. From the middle of the 
HLJKWHHQWK FHQWXU\ WKH WHUULWRU\ RI 0RUDþD EHFDPH D UHIXJH IRU KDMGXNV DQG UHEHOV IURP
Herzegovina and Bosnia. They made their permanent settlements there, lived freely, refusing 
to pay tribute to the Turkish representatives, and constantly organized small companies that 
SOXQGHUHGWKHUHJLRQ7KH3DVKD¶VDUP\DFKLHYHGLQLWLDOVXFFHVVSHQHWUDWLQJGHHSLQWR8SSHU
0RUDþDDQGEXUQLQJGRZQVHYHUDOYLOODJHV+RZHYHUVLQFH ODUJHUHLQIRUFHPHQWV IURPRWKHU
WULEHVDUULYHGVZLIWO\WKH0RUDþDQLDQGWKHLUDOOLHVOaunched a counter-attack and defeated the 
Turkish army. Although Bishop Petar did not participate in this battle, historians emphasize 
his role in organizing the resistance, conducting the preparations for the unified multi-tribal 
action and securing the fast arrival of the reinforcements. They also stress that this victory 
LQFUHDVHGKLVDXWKRULW\DPRQJWKH%UÿDQLDQGWDNHDVWKH\HDUWKDWWKHWULEHVRI0RUDþD
and Rovci definitely integrated with Montenegro and around Petar I and Cetinje as their 
political centre.369 
 
a. The Tribal View 
Evidences about the two singers who performed these songs about the battle of 
0RUDþD SXEOLVKHG E\ .DUDGåLü LQ  DUH VFDUFH DQG WKHLU QDPHV DQG SODFH RI RULJLQ DUH
SUDFWLFDOO\ DOO WKDW ZH NQRZ DERXW WKHP .DUDGåLü OHIW two pieces of evidence about the 
VLQJHUV ,QKLV ,QWURGXFWLRQKHUHSRUWV WKDWKHZURWHGRZQWKHVRQJVµ%RM0RUDþDQDV
7XUFLPD¶ DQG µ2SHW 0RUDþDQL V 7XUFLPD¶ µRG GYRMLFH &UQRJRUDFD )LOLSD %RãNRYLüD
%MHORSDYOLüDL]0DUWLQLüDL0LORYDQD0XãLNLQDL]3ipera iz Crnaca), koji su 1822. godine u 
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 See: Vuksan, 3HWDU,3HWURYLü1MHJRãLQMHJRYRGRED, p. 315--RYDQRYLüIstorija Crne Gore, pp. 192-93; 
3HMRYLüCrna Gora u doba Petra I i Petra II, p. 152-53. 
 153  
MHVHQELOLGRãOLX.UDJXMHYDF¶370 It appears that one of these two songs is also mentioned in 
.DUDGåLü¶VOHWWHUWR.RSLWDUIURP1RYHPEHURIµJednu malu novu pjesmicu pisao sam iz 
usta jednoga Crnogorca, koji je SULMHGDQDELRL]LãDRL]&UQHJRUHL]QDWQDMHSRWRPHãWR
LPDRVRELWRNRMHãWDXMH]LNX¶371 7KHVHHYLGHQFHVWKXVFRQILUPWKDW.DUDGåLüZURWHGRZQWKH
two songs in autumn of 1822. In addition, his letter provides valuable information about the 
VLQJHU¶V DUULYDO IURP 0RQWHQHJUR ILIWHHQ GD\V SUHYLRXVO\ 7KXV VLQFH .DUDGåLü VD\V LQ WKH
Introduction that both Montenegrins came to Kragujevac in the autumn of 1822, the letter 
appears to confirm that they both came directly from Montenegro.  
As direct representatives of the contemporary Montenegrin oral tradition, Filip 
%RãNRYLüDQG0LORYDQ0XãLNLQDUHGLIIHUHQWIURPWKHIRXURWKHUVLQJHUVRIWKH0RQWHQHJULQ
VRQJV WKDW .DUDGåLü SXEOLVKHG LQ Narodne srpske pjesme. As I mentioned earlier, although 
7HãDQ3RGUXJRYLüDQG6WHIDQ.DUDGåLüZHUHERUQLQ+HU]HJRYLQDDW WKHWLPHWKDW.DUDGåLü
wrote down the songs from them they were both largely detached from the Herzegovinian 
UHJLRQ DQG LWV RUDO WUDGLWLRQ 6WHIDQ .DUDGåLü FDPH WR :HVWHUQ 6HUELD DV D FKLOG ZKLOH
PodrugovLü OLYHGDVKDMGXNIRU\HDUVEHIRUHFRPLQJ WR6HUELD LQ ,QDGGLWLRQ LQ
they were both refugees residing on the territory of the Habsburg Empire. In other words, at 
WKHWLPHZKHQ.DUDGåLüFROOHFWHGWKHVRQJVIURPWKHPWKH\KDGEHHQORQJGHWDFKHd from the 
ORFDORUDOWUDGLWLRQGHVFULEHGLQWKHVRQJV7KHVDPHDSSOLHVWRĈXUR0LOXWLQRYLü&UQRJRUDF
and his relations to local oral tradition. He left Montenegro permanently around 1808, that is, 
VRPH WKLUWHHQRU IRXUWHHQ \HDUVEHIRUH.DUDGåLüZURWHGRZn the songs from him in Serbia. 
Finally, since the identity of the singer of µ2SHW&UQRJRUFLL0DKPXW-SDãD¶ is uncertain, this 
OHDYHV XV ZLWK 0LORYDQ 0XãLNLQ DQG )LOLS %RãNRYLü DV WKH RQO\ WZR VLQJHUV ZKR DUH
confirmed to have inhabited the Montenegrin area at the time and thus represent its then 
current oral tradition. In addition, the particular importance of these two singers is that they 
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both describe a contemporary battle and thus enable us to follow the way the most recent 
events are depicted by local oral tradition and represented by two different singers. 
$SSURDFKLQJ WKH TXHVWLRQ RI WKH UHSUHVHQWDWLRQ RI WKH EDWWOH RI 0RUDþD LQ WKH WZR
songs, we need firstly to resolve certain lacunae regarding their respective authors. Namely, in 
his Introduction .DUDGåLü IDLOHG WR VSHFLI\ZKLFKSDUWLFXODU VRQJKHZURWHGRwn from Filip 
%RãNRYLü %MHORSDYOLü IURP 0DUWLQRYLüL DQG ZKLFK RQH IURP 0LORYDQ 0XãLNLQ 3LSHU IURP
&UQFL9ODGDQ1HGLüKDVGHVFULEHGLQKLVVKRUWDQDO\VLVWKHPDMRUGLIIHUHQFHVEHWZHHQWKHWZR
songs, and concluded that the information about the tribal allegiance of the two singers offer 
the solution to this question: 
3HVPH ]DVOXåXMX SDåQMX NDR UDQL RGMHFL QD LVWRULMVNL GRJDÿDM .UDWNH VX RELPRP SUYD RG
QHNLK RVDPGHVHW D GUXJD RG QHNLK þHWUGHVHW VWLKRYD *XVODUL QLVX YLGHOL ERM LVWLP RþLPD
2ERMLFD LVWLþX VUHGLãQX XORJX PRUDþNRJ YRMYRGH 0LQH 5DGRYLüD L MXQDþNX SRJLELMX
SMHãLYDþNRJ VHUGDUD0UNRMD0LMXãNRYLüD=DMHGQLþNR LP MH L WR ãWRQHSRPLQMXSUHGYRGQLND
FDUVNH YRMVNH 0HÿXWLP X VYHPX RVWDORP ]QDWQR VH UD]OLNXMX 3HYDþ SUYH YDULMDQWH VODYL V
ponosom BjelRSDYOLüHNDRJODYQHXþHsQLNHERMDQMLKRYHYRMYRGH-RYDQD5DGRYLüDL9XNVDQD
5DGRYLüDQD]LYDNUDWNRLSULVQR³SRSHL9XNVDQH´3RSHYDþXGUXJHYDULMDQWHJODYQLSRGYLJ
QDþLQLRMHURYDþNLMXQDN1RYRâüHSDQRYLüNRMLMHXJUDELR³DODM-EDUMDNFDUHY´'RNSUYLJuslar 
VWDOQRQDEUDMDEUGDUHNHLPHVWDNRMLPDSUROD]HYRMVNHGUXJLXRþDYDQDPRUDþNRP]HPOMLãWX
MHGLQRSODQLQX-DYRUMH3UYL]QDGYDSXWYHüLEURMUDWQLNDSRLPHQXQHJRGUXJL 
=DNOMXþDNL]FHORJSRUHÿHQMDELRELRYDM3UYLJXVODUMHXþHVWYRYDRXERMX=Ddrugoga se to ne 
EL PRJOR WYUGLWL )LOLS %RãNRYLü MH NDR %MHORSDYOLü LVSHYDR µ%RM 0RUDþDQD V 7XUFLPD¶
0LORYDQX0XãLNLQXSULSDGDSHVPDµ2SHW0RUDþDQLV7XUFLPD¶372 
$GGLWLRQDO HYLGHQFH FRQILUPV 1HGLü¶V DWWULEXWLRQ ,W DSSHDUV WKDW WKH VLQJHU RI µ%RM
0RUDþDQD V 7XUFLPD¶ HVSHFLDOO\ SUDLVHV WKH KHURHV IURP KLV YLOODJH 1DPHO\ µSRSH L
9XNVDQH¶ DSSOLHV WR WKH GLVWLQJXLVKHG PHPEHUVRI WKH %MHORSDYOLüL WULEH 9XNVDQ DQG -RYDQ
5DGRYLü 7KH\ ZHUH ERWK IURP WKH YLOODJH RI 0DUWLQLüL DV WKH VLQJHU )LOLS %RãNRYLü
                                                 
372
 1HGLü9XNRYLSHYDþL, pp. 172-73. 
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himself.373 ,Q FRQWUDVW 0LORYDQ 0XãLNLQ 3LSHU SDUWLFXODUO\ FHOHEUDWHV WKH KHURLVP RI 1RYR
âüHSDQRYLüIURPWKH WULEHRI5RYFLDQGPHQWLRQV WKDWKLVKRXVHZDVGHVWUR\HG LQ WKHEDWWOH
µ( VXQMHPXGYRULRSDQXOL¶ZKLFKPLJKW LQGLFDWH WKH VLQJHU¶VSHUVRQDO DFTXDLQWance with 
the hero. 
The predominance of local perspective in both songs has already been noted in 
SUHYLRXV VFKRODUVKLS $V PHQWLRQHG 1HGLü LQGLFDWHG WKDW ERWK VLQJHUV SUDLVHG WKHLU WULEDO
members and showed no consideration for the wider cause and importance of this battle. 
=XNRYLüFRUUHVSRQGLQJO\HPSKDVL]HGWKDWERWKVLQJHUVSUHVHQWHGWKHYLFWRU\µNDRGHOR%UÿDQD
L QMLKRYLK SUYDND NRML VH VDPL RUJDQL]XMX L EUDQH¶ 374  :KDW LV PRUH LQ )LOLS %RãNRYLü
%MHORSDYOLü¶VYHUVLRQWKHWULEDOOHDGHU0LQDHYHQVKRZVFHUtain recklessness. Warned by the 
vila to call for the army of the Rovci tribe to aid him in facing the approaching Turkish army, 
KHVHQGVKHUDZD\DQGVKRZVIXOOFRQILGHQFHLQWKH%UÿDQLIRUFHV 
9HüVHPHQHGRGLMDORWYUGR 
âLOMXü¶VLWQHNQMLJHSREUGLPD 
[...] 
I ako te udariti Turci, 
0HQHGRãORSHWVWRWLQ¶%UÿDQD 
[...] 
Otolen te obrnuti grdno. 
Thus, even though the singers mention the participation of several tribes in the battle and thus 
recognize the importance of mutual cooperation, they both still perceive the events 
SUHGRPLQDQWO\IURPDORFDOSHUVSHFWLYH)LOLS%RãNRYLüHVSHFLDOO\SUDLVHVWKHKHURLVPRIKLV
GLVWLQJXLVKHGIHOORZWULEHVPHQZKLOH0LORYDQ0XãLNLQVLQJOHVRXW1RYRDVWKHJUHDWHVWKHUR
of the battle. 
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Such an approach is quite typical of both the Montenegrin society and Montenegrin 
epics. For instance, Marko Miljanov describes the typical situation after the battle as follows: 
µ8MHGDQERM.XþDL3LSHUDV7XUFLPDSRãWRVHERMUD]GYRMLRJRYRULORVHNDRELþQR³.RMi bi 
danas najbolji u ovi boM"´¶375 Both songs, therefore, end with a typical appraisal of the most 
distinguished hero or heroes of the battle. In addition, the singers identify the leader Mrkoje as 
WKHPHPEHURIWKH%UÿDQL ,QGHHG0UNRMH0LMXãNRYLü WKHKHDGHURI WKH3MHãLYFL WULEHwas 
NLOOHG LQ WKH EDWWOH +RZHYHU DOWKRXJK WKH 3MHãLYFL WULEH ZHUH FORVHVW WR WKH WULEHV RI
%MHORSDYOLüL DQG0RUDþDQL WKH\DUHFRPPRQO\FODVLILHGDPRQJ WKH2OG0RQWHQHJULQ WULEHV
from the largest district of Katuni.376 0RUHRYHU0LMXãNRYLüUHFHLYHGKLV WLWOHRI µVHUGDU¶RU
commander-in chief, from Bishop Petar.377 Both singers thus seem to ignore completely the 
relevance of Bishop Petar, Old Montenegro and Cetinje as political centre in this battle, and 
exclusively focus on the endeavours of their tribesmen or their immediate neighbours. 
7KHVRQJµ2SHW0RUDþDQLV7XUFLPD¶HYHQVHHPVWRFRQWDLQDQLPSOLFLWFULWLTXHRIWKH
SROLWLFDO OHDGHUV3UDLVLQJ WKHKHURLVPRI1RYRZKRFDSWXUHGµDODM-EDUMDNFDUHY¶ WKHVLQJHU
ILQLVKHV WKH VRQJ ZLWK WKH IROORZLQJ OLQHV µ'D MH VXGD X RYLMHK OMXGL _ -Rã bi Nova dobro 
GDURYDOL«_7HNHQMLPD1RYRQH]DIDOMD«_'RELRMHQDPHJGDQMXQDþNL¶378 In other words, 
WKH VLQJHU FODLPV WKDW µWKHVH PHQ¶ GLG LQMXVWLFH WR 1RYR EHFDXVH WKH\ GLG QRW UHZDUG KLP
properly for his achievement. Having in mind that the flag that Novo had captured was 
brought to Cetinje as the symbol of the Montenegrin victory,379 these verses could likely 
indicate certain hostility towards the political elite, since Cetinje seems to be accused of 
taking the credit and glory for the achievement of Novo and his tribesmen. Given the highly 
stylized language often used in oral poetry, these words do not necessarily apply to any of the 
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actual participants in these events. Nevertheless, since this song has been documented only 
two years after the actual battle, it is possible that the singer expresses here certain 
dissatisfaction with the way that the credit and glory for the victory were distributed post 
festum$Q\ LQWHUSUHWDWLRQ VKRXOG WKHUHIRUHDFFRXQW IRU WKHVLQJHU¶VFODLP WKDW1RYRVKRXOG
have been better rewarded for his achievement, and the identification of the Cetinje elite as 
the object of his implicit critique does seem to offer a plausible explanation of these lines. In 
DQ\ FDVH VXFK DQ DWWLWXGH ZRXOG FRUUHVSRQG WR WKH VLQJHU¶V RYHUDOO SHUVSHFtive, which is 
SUHGRPLQDQWO\ ORFDODQG WULEDOGHVFULELQJ WKHYLFWRU\DV WKHVROHDFKLHYHPHQWRI WKH%UÿDQL
forces without any references to the role of Bishop Petar or Cetinje in the battle. 
With regard to the identity of the singers and the overall perspective in their songs, it 
is plausible to assume that the two singers were nothing more than common tribal members. 
The first reason that seems to support such a presumption is argumentum ex silentio. As it 
VHHPVKDG)LOLS%RãNRYLüDQGRU0LORYDQ0XãLNLQbeen distinguished, highly ranked tribal 
members or commanders, their names and lives would have been recorded and remembered. 
For example, practically all the heroes mentioned in the songs have their place in the history 
of the time ± 'XNH0LQD5DGRYLüDQG'XNH%RM IURP0RUDþD WKH WZR5DGRYLü¶V IURPWKH
%MHORSDYOLüL WULEH DQG 1RYR âüHSDQRYLü IURP WKH WULEH RI 5RYFL DUH DOO FRQILUPHG DV
historical characters and remembered by their tribesmen, and on the former battle site a 
monument was erected in the honRXU RI 0UNRMH 0LMXãNRYLü 6LQFH )LOLS %RãNRYLü DQG
0LORYDQ0XãLNLQ DUHQRWPHQWLRQHG LQ DQ\0RQWHQHJULQKLVWRU\ UHSRUWV IURP WKH%DWWOHRI
0RUDþDWULEDOPRQRJUDSKVDQGFKURQLFOHVLWIROORZVWKDWLQDOOOLNHOLKRRGWKH\ZHUHQRWKLQJ
but ordinary members of their tribes. 
7KHIDFWWKDW.DUDGåLüZURWHGRZQRQO\RQHVRQJIURPHDFKVLQJHUDERXWWKHLUUHFHQW
tribal history might also support the claim about them being of the common people. Namely, 
LQ WKLV UHVSHFW WKH\GLIIHU IURP WKHSURIHVVLRQDO VLQJHUĈXUR0LOXWLQRYLü7HãDQ3RGUXJRYLü
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ZLWKKLVYDVWUHSHUWRLUHRIPRUHWKDQDKXQGUHGVRQJVDQGHYHQIURP6WHIDQ.DUDGåLüIURP
whom Vuk .DUDGåLüZURWHGRZQQRWOHVVWKDn three full-length songs and, possibly, five long 
fragments from songs about the Kosovo Battle.380 Thus, as far as their repertoire is concerned, 
)LOLS%RãNRYLüDQG0LORYDQ0XãLNLQFRXOGPRUHSODXVLEO\EHFRPSDUHGZLWKW\SLFDOVLQJHUV
UHSUHVHQWHG E\ 6LPD 0LOXWLQRYLü¶V Pjevanija 1DPHO\ XQOLNH .DUDGåLü ZKR LQ Narodne 
srpske pjesme relied on the MonteQHJULQ VLQJHUV DYDLODEOH LQ 6HUELD 6LPD 0LOXWLQRYLü
collected the songs for his 3MHYDQLMD FUQRJRUVND L KHUFHJRYDþND on the territory of the 
present-GD\ 0RQWHQHJUR EHWZHHQ  DQG  ,Q RWKHU ZRUGV 0LOXWLQRYLü¶V FROOHFWLRQ
offers a first-hand account of tribal singing in Montenegro during the second decade of the 
QLQHWHHQWKFHQWXU\$OWKRXJKWKHUHDUHVRPHLQFRQVLVWHQFLHVLQ0LOXWLQRYLü¶VLGHQWLILFDWLRQRI
the singers in his Pjevanija, among the 150 attributed Montenegrin songs in the collection 
some sixty-five singers can be identified. More precisely, most singers are represented in 
Pjevanija with one or two songs, and only occasionally one finds singers with a repertoire of 
ILYH RU PRUH VRQJV $V D FRQYHQLHQW LOOXVWUDWLRQ LQ WKH WULEH RI 0RUDþD 0LOXWLQRYLü ZURWH
down approximately twenty-one song from ten singers; in particular, three singers are 
represented with only one song, five singers with two songs, and three singers with three 
VRQJV 1HQDG /MXELQNRYLü VXPPDUL]HG WKHVH HYLGHQFHV LQ KLV VWXG\ RI 0LOXWLQRYLü¶V
Pjevanija DV IROORZV µ0HÿXSHYDþLPDNRML VXX Pjevaniji zastupljeni sa po jednom do dve 
SHVPH QDMYLãH MH W]Y SHYDþD-KURQLþDUD 8þHVQLN LOL VYHGRN GRJDÿDMD ]QDþDMQRJ ]D LVWRULMX
plemena ili za hroniku interesne sfere plemena ± ispevava hrRQLþDUVNXSHVPXRRGUHÿHQRP
GRJDÿDMX¶381 /MXELQNRYLü¶VFRQFOXVLRQVIXOO\DSSO\WRWKHWZRVLQJHUVRIWKHVRQJVDERXWWKH
                                                 
380
 6YHWR]DU 0DWLü¶V FODLPV WKDW .DUDGåLü KDG WDNHQ WKH IUDJPHQWV IURP WKH PDQXVFULSW UDWKHU IURP KLV IDWKHU
ZHUH UHMHFWHGE\9LGR/DWNRYLü DQG1LNROD%DQDãHYLü6LQFH KRZHYHU WKLV LVVXHKDV not been resolved after 
ERWKVLGHVSUHVHQWHGWKHLUDUJXPHQWVLWDSSHDUVEHVWWRXVHWKLVDWWULEXWLRQZLWKDJUDLQRIVDOW6HH0DWLüNovi 
ogled o narodnom epu. 
381
 Nenad /MXELQNRYLü3MHYDQLMDFUQRJRUVNDLKHUFHJRYDþND6LPH0LOXWLQRYLüD6DUDMOLMH (Beograd: Rad, 2000) 
p. 203. 
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EDWWOHRI0RUDþD7KH\WRRVHHPWREHFRPPRQWULEHVPHQZLWKRXWSDUWLFXODUSRHWLFDPELWLRQV
and epic repertoire, whose primal concern is the poetic chronicle of their tribe. 
 
b. The Cetinje Perspective 
7KHUHSUHVHQWDWLRQRIWKHEDWWOHRI0RUDþDLQWKHVHWZRVRQJVFDQEHEULHIO\FRPSDUHG
with the account on these events from µ%RMQD0RUDþL¶ SXEOLVKHGLQ.DUDGåLü¶VIRXUWKERRNRI
Srpske narodne pjesme in 1862. The comparison between their respective outlooks will 
enable us to juxtapose the local tribal view of this event and a version that presents it from the 
perspective of the political centre, and to exemplify most notable differences betweHQµ%RMQD
0RUDþL¶DQGWKHWZRWULEDOYHUVLRQV 
µ%RM QD 0RUDþL¶ develops a wide framework distinctive from the two previously 
analysed songs. At the beginning, the sultan himself sends his grand vizier with the task to 
pacify Bosnia, and formulates two demDQGV)LUVWO\WKHYL]LHUVKRXOGSXUVXHµMDUDPD]H¶LH
ORFDO0XVOLPVZKRGLVREH\WKHVXOWDQ¶VODZVDQGFRPPDQGVDQGDFWLQGHSHQGHQWO\IURPWKH
central government. Secondly, he is supposed to put an end to the anarchy on the frontier. 
However, upon his meeting with the local nobility, the vizier gives up on this initial task and 
GHFLGHVWRZDJHDVLQJOHEDWWOHDJDLQVWWKHWULEHRI0RUDþD7KHORFDOQREOHVFRPSODLQWKDWWKH
0RUDþDQLLQVWHDGRIUHFRJQL]LQJWKH7XUNVDVWKHLUPDVWHUVDQGSD\LQJWULEXWHµ5REHSDOHD
VLMHNX7XUNH¶DQGSXWWKHPVHOYHVXQGHUWKH%LVKRS¶VDXWhority: 
Oni idu lomnoj gori Crnoj 
Na Cetinje, ter vladiku mole, 
I njegovu prifataju ruku, 
,MRãQMHPXSULQRVHGDURYH 
9ODGLNDLKGREURGRþHNXMH 
3RNODQMDLP]ODüDQHPHGDOMH 
Velikoga cara Moskovskoga, 
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3RVWDYOMDLPSRåHOMLJODYDUH.382 
The local Turks warn the vizier that, unless he obeys their request to punish the tribes 
RI0RUDþD WKH\ZLOODEDQGRQWKHWRZQVRQWKHIURQWLHUDQGGHPDQGKLVEHKHDGLQJIURPWKH
6XOWDQ7KXVWKHDUP\LVVHQWWR0RUDþDZLWKWKHLQVWUXFWLRQVWRFRQTXHUNLOODQGFRQYHUWDOO
the Christians: 
6YHSRURELLSRGPDþRNUHQH 
Sve uskoke i gorske junake,  
Svekoliko malo i veliko,  
'DSRWXUþLX0RUDþXFUNYX 
'DQDþLQLPHþHWLPXQDUH.383  
Having arrived to the tribe territory, the army commander tries to hide his real goals. 
Ostensibly, he expresses sympathy for the rebellion and puts it down to the anarchy in the 
region, assuring the Christians that the order will henceforth be restored. In addition, he 
swears by the name of God and the Prophet Muhammad that his sole demand is that they 
formally subject to the Turks and pay tribute. The singer, however, clearly indicates that this 
is nothing but demagogy and deceit µ%Dã PLãOMDãH GD üH SUHYDULWL¶ &RQVHTXHQWO\ LQ WKHLU
UHVSRQVH WKH WULEHVPHQ VKRZ WKDW WKH\ DUH QRW GHFHLYHG HDVLO\ µâWR VH NXQHã WXUVND
DUDPLMR«6DPWLNDåHãGDWLMDYQRODåHã¶384 
While the two previous songs fail to recognize the commander of the Turkish army 
and his motives for the attack, µ%RM QD 0RUDþL¶ thus stages the conflict in a broader 
international context and presents it as the clash between the Turks and the Christians on a 
more general level. Their hostility here goes far beyond an essentially tribal battle described 
in the two previous songs, where it results from the relatively simple and straightforward 
LQWHQWLRQRIWKHORFDO0XVOLPHOLWHWRFROOHFWWULEXWHIURPWKHLU&KULVWLDQVXEMHFWV ,Qµ%RMQD
                                                 
382
 .DUDGåLüSrpske narodne pjesme IV, pp. 260-61. 
383
 Ibid., p. 261. 
384
 Ibid., p. 263. 
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0RUDþL¶ FRQYHUVHO\ WKHEDWWOH LV DQXQIRUWXQDWHRXWFRPHRI WKH6XOWDQ¶V LQLWLDO LQWHQWLRQ WR
pacify Bosnia and to establish peace and order at its borders. This transformation of the 
YL]LHU¶VSDFLI\LQJPLVVLRQLQWRDEUXWDOH[SHGLWLRQDJDLQVWWKH&KULVWLDQVVXJJHVWLYHO\GHSLFWV
a decaying empire, unable to secure order and establish control even over its own officials. In 
other words, the attack RQ 0RUDþD LV KHUH PXFK PRUH WKDn an internal local conflict; 
something is rotten in the Ottoman Empire itself. 
Furthermore, by mentioning Russian medals, the singer additionally frames this event 
from a wider perspective that takes into consideration international relations and context. By 
presenting the Bishop as delegating Russian medals to distinguished Montenegrins, the singer 
not only asserts his sovereignty over them, but also presents him as the legitimate 
representative of the independent Christian rule under the patronage of the Great Russian 
Empire. As the treacherous Muslim commander implicitly embodies the Ottoman Empire and 
the Muslim rule in general, the medals symbolize the protectorate of the great Orthodox 
Russian Empire under the leadershiSRI%LVKRS3HWDU7KHEDWWOHRI0RUDþDVHHQDVD ORFDO
conflict in the previously analysed songs, in this version has a much broader significance. 
Rather than being a simple issue of who pays and who collects the tribute, the conflict here 
touches the very nature of rule and sovereignty in Montenegro and the region between the 
Christian and Muslims, and the Ottoman and Russian Empires. 
)LQDOO\VSHFLDOHPSKDVLVLVSXWRQWKHFKXUFKLQ0RUDþDWKDWWKH7XUNVLQWHQGWREXUQ
down. As an endowment of the NemanMLüs, it has great symbolic significance, representing 
the former Serbian and Christian rule. In addition, the singer describes Bishop Petar as its 
SURWHFWRUDQGKHLUµ3DMHRGQMLKWHEHRVWDQXOD¶,QRWKHUZRUGVKHOHJLWLPDWHO\LQKHULWVDQG
continues the traditions of the former Christian rule and kingdom. 
Consequently, while the singers of the previous songs describe the victory over the 
7XUNVDVWKHVROHDFKLHYHPHQWRIWKH%UÿDQLIRUFHVLQµ%RMQD0RUDþL¶ the tribal leader Mina 
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relies entirely on the %LVKRS¶VKHOSµ*RVSRGDUX3HWURYLü-vladiko! | Na nas ide sila prevelika, 
>@_0LQHPDPRSUDKDQLRORYD_1LVSUDPQMHJDRGERMDMXQDNDK>@_3RãOMLQDPDYRMVNHL
GåHEDQH¶385 In µ%RM0RUDþDQDV7XUFLPD¶, as mentioned, Mina behaves recklessly, denies the 
QHFHVVLW\ RI IXUWKHU SUHSDUDWLRQV DQG VKRZV IXOO FRQILGHQFH LQ WKH VWUHQJWK RI WKH %UÿDQL
forces.386 The two songs thus convey a largely different message ± the tribal leader in the first 
song expresses his full confidence in the local forces and their own self-sufficiency, whereas 
in the second he recognizes their weakness and inability to confront the opponent without the 
%LVKRS¶VSUHVLGHQF\LQWKHLUMRLQHGSHUIRUPDQFH 
Accordingly, while the two aforementioned songs finish with the typical appraisal of 
distinctive individual heroism, µ%RMQD0RUDþL¶XQGHUOLQHVFROOHFWLYHHIIRUWV7KHVLQJHUWKXV
PHQWLRQV WKUHH NLOOHG KHURHV IURP WKUHH GLIIHUHQW WULEHV µ2G 3MHãLYFD 0UNRMH VHUGDUH _ 2G
8VNRNDK.UXãHYDF1LNROD _ -HGQRPRPþHRG%MHORSDYOLüDK¶387 The emphasis is put on the 
wider participaWLRQRIGLIIHUHQWWULEHVLQWKHEDWWOHIURPWKH3MHãLYFLWULEHDGMRLQHGWRWKH2OG
0RQWHQHJUR WR %MHORSDYOLüL DQG 8VNRFL WULEH VLWXDWHG RQ WKH +HU]HJRYLQLDQ ERUGHU ,Q
addition, the equal distribution of the dead among the participants is another affirmation of 
their unified action. 
µ%RM QD 0RUDþL¶, therefore, gives a decisive role to the Bishop. As a legitimate 
successor of the former Serbian kingdom, he protects the medieval church. In addition, he 
gives Russian medals to the Montenegrins, thus symbolizing the patronage of the Russian 
Empire. Throughout the song, the Bishop is referred to as the ruler of both the Montenegrins 
DQG WKH %UÿDQL 7KXV KH DGGUHVVHV WKH WULEDO OHDGHUV RI 3MHãLYFL DQG %MHORSDYOLüL DV KLV
VHUYDQWV µ2 0UNRMH PRMD YMHUQD VOXJR¶,388 DQG µ6LGL VOXJR X %MHORSDYOLüH¶.389 Finally, the 
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 Ibid., p. 263. 
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 Ibid., p. 266. 
387
 Ibid., p. 266. 
388
 Ibid., p. 263. 
389
 Ibid., p. 264. 
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FRQFOXGLQJ OLQHV SUDLVH %LVKRS 3HWDU DV D VDLQW µ6ODYD ERJX L %RJRURGLFL _ 1D &HWLQMH
VYHWRPHYODGLFL¶,390 VKRZLQJWKHVLQJHU¶VIXOODSSUHFLDWLRQDQGUHVSHFWWRZDUGVWKH%LVKRS 
Certain contextual information about this song seems to confirm the connections 
EHWZHHQLWVVLQJHUDQG%LVKRS3HWDU+RZHYHUVLQFH.DUDGåLüOHIWQRLQIRUPDWLRQDERXW WKH
VLQJHUGDWHDQGSODFHRIWKHGRFXPHQWDWLRQRIµ%RMQD0RUDþL¶WKHGLVFXVVLRQRIWKHVHLVVXHV
cannot provide definite evidence and can only offer suggestions and speculations. Firstly, we 
need to resolve certain inconsistencies regarding its publication and the time of its 
documentation. In the Introduction WRKLVFROOHFWLRQ.DUDGåLüGHVFULEHGLWE\PLVWDNHDV
one of the songs that has been previously published in Narodne srpske pjesme.391 =XNRYLüKDV
suggested that this omission indicates that it has been collected much earlier, most probably 
around the same time as the other two songs about this event.392 He indicated further the 
SRVVLELOLW\ WKDW.DUDGåLüZURWH LW GRZQ IURPD FHUWDLQGHDFRQ /LþLQLü, and emphasized that 
µ%RMQD0RUDþL¶SULYLOHJHVWKHUROHRI%LVKRS3HWDU 
8 VDPRPH GRJDÿDMX YHRPD ]QDþDMQX XORJX LJUD YODGLND 3HWDU , SD VH QD NUDMX SHVPH X
rimovanim stihovima ± SRUHG µERJX L ERJRURGLFL¶ ± RGDMH ]DKYDOQRVW L VODYD µQD &HWLQMH
VYHWRPH YODGLFL¶ -H]LNRP L VWLORP X] WR þHVWLP ULPDPD D RVRELWR VWDYOMDQMHP X VUHGLãWH
SDåQMHVYHãWHQLKVWYDULSHVPDQDVSRGVHüDQDQDþLQSHYDQMDLRGQRVDSUHPDVYHWXPLWURSROita 
Petra I.393 
=XNRYLü¶VVXJJHVWLRQDERXWWKHHDUO\GDWHRIFROOHFWLRQRIµ%RMQD0RUDþL¶DSSHDUVWR
EH SHUVXDVLYH IRU VHYHUDO UHDVRQV 0RVW LPSRUWDQWO\ WKH HQGLQJ OLQHV µ6ODYD %RJX L
%RJRURGLFL _ QD &HWLQMH VYHWRPH YODGLFL¶ LV D FOHDU UHIHUHQFH WR %LVKRS Petar I, who was 
already considered to be a saint by his followers during his lifetime. Such an ending would be 
SRLQWOHVVLIDWWKHWLPH1MHJRãDV%LVKRS3HWDU¶VKHLUDOUHDG\JRYHUQHGDW&HWLQMH,QDGGLWLRQ
VHYHUDOVRQJVZLWKDVLPLODUHQGLQJµDX]GUDYOMHVYHWRJDYODGLNH¶IURP6LPR0LOXWLQRYLü¶ü
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 Ibid., p. 266. 
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 .DUDGåLüSrpske narodne pjesme IV, p. 17. 
392
 ZuNRYLüPogovor, p. 472. 
393
 Ibid., p. 472. 
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Pjevanija were also collected in the 1820s while the Bishop was still alive.394 Furthermore, 
ZHKDYHDIDLUO\JRRGDFFRXQWRQWKHVRQJVWKDW.DUDGåLüUHFHLYHGIURP&HWLQMHYLD1MHJRã
DQGLWLVXQOLNHO\WKDWVXFKDVRQJZRXOGUHDFK.DUDGåLü¶VSXEOLVKHGFollection without being 
mentioned in their correspondence or in his editorial comments. It does seem most plausible 
WRDVVXPHWKDWWKHVRQJZDVFROOHFWHGVRPHWLPHVEHIRUH%LVKRS3HWDU¶VGHDWKLQ 
=XNRYLü¶V VXJJHVWLRQ WKDW .DUDGåLü ZURWH LW GRZQ IURP GHDFRQ /LþLQLü KRZHYHU ,
ILQGWREHOHVVSUREDEOH1DPHO\=XNRYLüGUHZDWWHQWLRQWR.DUDGåLü¶VUHPDUNIURPKLVOHWWHU
WR%LVKRS3HWDU IURP µODQLVDPX6UELMLþXRRGQHNRJDÿDNRQD/LþLQLüDGDVWH9LSR
WRPHSLVPXPRPHSRVODOLX0RUDþXLWUDåLOLPHQi pjHVDPD¶395 He considered this information 
WRLQGLFDWHWKDW/LþLQLüUHVLGHGLQ0RUDþDDQGVXJJHVWHGKLPDVDSRVVLEOHVLQJHURIWKHWZR
VRQJVµ2SHW&UQRJRUFL L0DKPXW-SDãD¶ZKLFK.DUDGåLüSXEOLVKHGLQDQGLQWKH
Introduction said only that he KDGFROOHFWHGLWLQ.UDJXMHYDFµRGMHGQRJ&UQRJRUFD¶DQGµ%RM
QD0RUDþL¶SXEOLVKHG LQZLWKRXWDQ\ LQIRUPDWLRQDERXW LW396  +RZHYHU/LþLQLüKDUGO\
TXDOLILHVDVµ0RQWHQHJULQ¶DWDOO'HDFRQ/LþLQLüQDPHO\LV$QGUHMD/LþLQLüIURP'DOPDWLD
who resided in Montenegro from the late 1818 to the spring of 1822.397  Thus, it seems 
XQOLNHO\ WKDW .DUDGåLü ZRXOG GHVFULEH KLP DV µD 0RQWHQHJULQ¶ µMHGQRJ &UQRJRUFD¶
Furthermore, /LþLQLüZDVeducated and spoke Italian, which makes it quite improbable that 
Bishop PeWDUZRXOGKDYHNHSWVXFKDSHUVRQLQ0RUDþDLQVWHDGRI&HWLQMHDQGHYHQOHVVOLNHO\
WKDWLQVXFKDVKRUWWLPH/LþLQLüFRXOGKDYHEHFRPHVXIILFLHQWO\LPPHUVHd in the local context 
and oral tradition to be able to perform local oral epic songs. Finally, KarDGåLü PDNHV QR
PHQWLRQ RI µ%RM QD 0RUDþL¶ LQ WKH DIRUHPHQWLRQHG OHWWHUV WR .RSLWDU IURP WKH ODWH 398 
Since these letters provide quite a detailed account on the songs that he had written down that 
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 See: µ.DOXÿHUL$UDS¶, µ0DUNRYDåHQLGED¶and µ1D.UXVHµPjevanija no. 51, 119, 170).   
395
 .DUDGåLüPrepiska II (1822-1825), p. 248. 
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 6HH=XNRYLüPogovor, p. 473.  
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 )RU WKH EDVLF IDFWV DERXW $QGUHMD /LþLQLü VHH: Tihomir ĈRUÿHYLü µ-HGQR SLVPR 9XND 6 .DUDGåLüD
FUQRJRUVNRPYODGLFL3HWUX,3HWURYLüX¶LQĈRUÿHYLü7LKRPLU1DãQDURGQLåLYRWHGE\,YDQýRORYLü%HRJUDG
Prosveta, 1984), III, pp. 262-66. 
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 .DUDGåLüPrepiska II (1822-1825), p. 123. 
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DXWXPQ LQ .UDJXMHYDF LW LV XQOLNHO\ WKDW .DUDGåLü FROOHFWHG µ%RM QD 0RUDþL¶ DW DOO RQ WKLV
occasion. 
As the singer of the most of the Montenegrin songs published in Narodne srpske 
pjesme ĈXUR 0LOXWLQRYLü &UQRJRUDF VKRXOG FHUWDLQO\ EH PHQWLRQHG LQ WKLV GLVFXVVLRQ
Namely, in his 1833 Introduction.DUDGåLüLGHntifies six songs that he had collected from this 
VLQJHU DQG DGGV µ-D LPDP RG ĈXUH MRã QHNROLNR OHSL SHVDPD NRMH X QDSUHGDN PLVOLP
ãWDPSDWL¶399 7KLVLQGLFDWHVWKDW0LOXWLQRYLüSHUIRUPHGVRPHRIWKHXQDWWULEXWHG0RQWHQHJULQ
VRQJV IURP .DUDGåLü¶V FROOHFWLRns and/or manuscripts. However, the concluding lines that 
JORULI\WKH%LVKRSLQµ%RMQD0RUDþL¶VHHPWRLQGLFDWHDQRWKHUVLQJHU1RQHRIWKHDWWULEXWHG
0LOXWLQRYLü¶VVRQJVILQLVKZLWKVXFKDQDSSUDLVDORIWKH%LVKRSĈXUR0LOXWLQRYLü¶VVRQJµ%RM
Crnogoraca s Mahmut-SDãRP¶DOVRHPSKDVL]HV%LVKRS3HWDU¶VHIIRUWVDQGWKHGHFLVLYHUROHLQ
the battle and finishes with the appraisal of the three fallen heroes from different tribes, and is 
WKXV TXLWH FRPSDUDEOH WR µ%RM QD 0RUDþD¶ LQ WKLV UHVSHFW +RZHYHU LW ILQLVhes without the 
PHQWLRQRIWKH%LVKRSLQWKHIROORZLQJPDQQHUµ1MLPDQLJGDLPHQHXPLUH_%RJLPGDRX
UDMX QDVHOMH _ $ RVWDOLP ]GUDYOMH L YHVHOMH¶ ,W LV WKHUHIRUH KDUG WR H[SODLQ ZK\ WKH VDPH
singer would end one song in the name of the Bishop and not the other one as well. 
Nevertheless, apparent similarities between the two songs still leave the possibility that 
KaradåLüFROOHFWHGWKLVVRQJIURP0LOXWLQRYLüDVZHOO 
)LQDOO\ ,ZRXOG VXJJHVWDQG3HWDU0DUNRYLü DV DQRWKHUSRVVLEOH FDQGLGDWH IRU
EHLQJ WKH VLQJHU RI µ%RM QD 0RUDþL¶ IQ WKH VXPPHU RI  3HWDU 0DUNRYLü EURXJKW WR
.DUDGåLüIURP&HWLQMHDPDQXVFULSWZLth six songs by Bishop Petar about Montenegrin battles 
from the eighteenth century. 400  ,W LV WKHUHIRUH SRVVLEOH WKDW 0DUNRYLü DV VRPHRQH IURP
&HWLQMH DQG DSSDUHQWO\ DFTXDLQWHG ZLWK WKH ORFDO HOLWH FRXOG SHUIRUP µ%RM QD 0RUDþL¶ LQ
Kragujevac in 1828. In addLWLRQ.DUDGåLüPHQWLRQVWKHQDPHRI3HWDU0DUNRYLüLQKLV
                                                 
399
 .DUDGåLüSrpske narodne pjesme IV, p. 399. 
400
 6HH=XNRYLü9XNRYLSHYDþLL]&UQH*RUH, pp. 160-61.  
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Introduction among those persons who send him the songs that are still not published. Thus, if 
LW LV KDUG WR H[SODLQ KRZ .DUDGåLü FRXOG KDYH IRUJRWWHQ WKH QDPHV RI KLV ZHOO-known 
contemporarieVDQGDFTXDLQWDQFHVVXFKDVĈXUR0LOXWLQRYLüDQG/LþLQLüLWLVPRUHOLNHO\WKDW
WKHQDPHRI3HWDU0DUNRYLüFRXOG ODWHU IDGHIURPKLVPHPRU\+RZHYHU LQ WKHDEVHQFHRI
UHOLDEOH LQIRUPDWLRQ IURP.DUDGåLü WKH DWWULEXWLRQRI this or any other song to MarkovLü LV
uncertain. 
7KHTXHVWLRQRIWKHVLQJHURIµ%RMQD0RUDþL¶WKXVUHPDLQVZLWKRXWDGHILQLWHDQVZHU
Nevertheless, it appears that the previous discussion did offer certain relevant information. 
)LUVWO\LQDOOOLNHOLKRRGµ%RMQD0RUDþL¶KDVEHHQGRFXPHnted sometime in the 1820s during 
%LVKRS 3HWDU¶V OLIHWLPH 6HFRQGO\ DOO WKUHH SHUVRQV WKDW FDQ EH LGHQWLILHG DV WKH SRVVLEOH
singers of this song came from Cetinje and had contacts with Bishop Petar. Contextual 
evidences, therefore, although scarce and inconclusive, do seem to comply with the previous 
DQDO\VLV RI WKH VRQJ¶V FRQWHQW DQG RXWORRN LQGLFDWLQJ WKH VLQJHU FORVH WR %LVKRS 3HWDU DQG
Cetinje. 
To summarize, the UHSUHVHQWDWLRQRI WKHEDWWOHRI0RUDþD VLJQLILFDQWO\GLIIHUV LQ WKH
three contemporary songs about this event. The comparison thus enabled us to juxtapose a 
local tribal view of this event with the version that presents it from the perspective of the 
political centre. Previous scholarship already indicated some of the features by which µ%RMQD
MoraþL¶ departs from traditional local oral songs, such as the distinctive style and 
phraseology, frequent rhyming or the emphasis on religious matters. My comparison, in 
addition, focused on the perspective and outlook expressed in the song. Apart from glorifying 
Bishop Petar and his decisive role in winning the battle, the song also displays a broader 
historical framework and certain knowledge of international context and relations. Thus, 
while the two previous songs fail to recognize the commander of the Turkish army and 
broader motives behind the attack, µ%RMQD0RUDþL¶ stages the conflict in a wider international 
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context and presents it as the clash between the Turks/Muslims and the Christians on a more 
general level. Finally, although reliable contextual evidence about its texualization is missing, 
available information does tend to support previous analyses and indicate a singer close to the 
SROLWLFDO FHQWUH DQG WKH %LVKRS KLPVHOI ,Q VKRUW HYHQ WKRXJK WKH HYLGHQFH DERXW µ%RM QD
0RUDþL¶ LV VFDUFH DQG LQFRQFOXVLYH LW LV QHYHUWKHOHVV XVHIXO DV DQ LOOXVWUation of how 
traditional local songs differed from those that appear to be influenced by the Bishop and 
Cetinje. 
 
Concluding remarks 
 
In conclusion, the previous discussion described the basic characteristics of the 
traditional oral Montenegrin songs from .DUDGåLü¶V Narodne Srpske Pjesme. It was argued 
WKDWWKHWZRHDUOLHVWGRFXPHQWHG0RQWHQHJULQVRQJVLQWKHFROOHFWLRQµPop Crnogorac i Vuk 
.RSULYLFD¶ DQG µâHKRYLü2VPDQ¶ZHUH FROOHFWHG IURP WUDGLWLRQDO LOOLWHUDWH VLQJHUV DQG WKDW
both qualify as unambiguously oral texts. With regard to their outlook and overall perspective, 
the essential characteristics of the two songs were described as tribal antagonism and 
particularism, ambiguous relations between the neighbouring Montenegrin and Herzegovinian 
Christians and their occasional affiliation with the local Turks. As far as their style is 
concerned, they both displayed the usage of traditional formulas and phraseology and the 
absence of consecutive rhymed couplets. In the next instance, these traditional features were 
LGHQWLILHG LQ µ'LMRED 6HOLPRYLüD¶ ZULWWHQ GRZQ IURP D OLWHUDWH VLQJHU ĈXUR 0LOXWLQRYLü ,W
was therefore argued that this is traditional oral song as well, and that 0LOXWLQRYLü performed 
it as any traditional singer would and did not alter the traditional plot and phraseology. The 
analysis of µ%RM0RUDþDQDV7XUFLPD¶ and µ2SHW0RUDþDQLV7XUFLPD¶ suggested that they are 
also traditional oral songs that represent a local tribal view of the contemporary event. In 
 168  
addition, another song about these HYHQWV µ%RM QD 0RUDþL¶ JORULILHV %LVKRS 3HWDU DQG KLV
decisive role in winning the battle; it was thus taken as illustrative of the differences between 
the tribal and traditional views of the contemporary events and the perspective promoted and 
fostered from the political centre. Focusing on the two songs about the 1796 battles against 
Mehmet Pasha composed by Bishop Petar himself, the following chapter will offer a detailed 
examination of their original nontraditional characteristics and identify them as transitional 
WH[WVLQ.DUDGåLü¶VNarodne srpske pjesme. 
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Chapter 3. Transitional Texts  
About the Battles against Mehmet Pasha  
 
 
 
 
 
 
,Q WKH SUHYLRXV FKDSWHU ILYH 0RQWHQHJULQ VRQJV IURP .DUDGåLü¶V Narodne srpske 
pjesme were analysed and identified as genuine oral traditional songs. It was argued that they 
contain performative features such as oral-formulaic language and style, traditional 
phraseology and lexis, and typically show scarcity of rhyme and the absence of rhymed 
couplets. Furthermore, I indicated that they typically promote tribal antagonism and 
particularism, limit their perspective to the local and tribal level or display ambiguous 
relations among the local Christians and their occasional affiliation with the neighbouring 
Muslims. In addition, WKHFRPSDUDWLYHDQDO\VLVRIWKHWKUHHVRQJVDERXWWKHEDWWOHRI0RUDþD
illustrated apparent differences between the tribal and traditional views of the battle in µ%RM
0RUDþDQDV7XUFLPD¶ and µ2SHW0RUDþDQLV7XUFLPD¶ on the one hand and, on the other, the 
SHUVSHFWLYHRIWKHSROLWLFDOFHQWUHSURPRWHGDQGIRVWHUHGIURP&HWLQMHLQµ%RMQD0RUDþL¶ 
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7KLV FKDSWHU LGHQWLILHV DV WUDQVLWLRQDO WH[WV µ%RM &UQRJRUDFD V 0DKPXW-SDãRP¶ DQG
µ2SHW &UQRJRUFL L 0DKPXW-SDãD¶ WKH WZR 0RQWHQHJULQ VRQJV LQ .DUDGåLü¶V FROOHFWLRQV
describing large-scale battles against the Turkish armies fought in 1796. On the one hand, 
stylistic analysis will show the abundance of literary elements, which suggests that the songs 
were originally written compositions. These songs, on the other hand, apparently existed in 
RUDO IRUP DV ZHOO .DUDGåLü ZURWH WKHP GRZQ GLUHFWO\ IURP WKH RUDO SHUIRUPDQFHV RI
Montenegrin singers, and stylistic analysis will show that they contain more oral traditional 
characteristics than similar songV DERXW WKHVH HYHQWV SXEOLVKHG LQ 6LPD 0LOXWLQRYLü¶V
Pjevanija DQG1MHJRã¶VOgledalo srbsko. In addition, the discussion of these various versions 
will indicate that the songs about the 1796 battles were probably repeatedly textualised and 
orally performed in the first decades of the nineteenth century, and that hence all documented 
versions to some degree display both literary and oral features. Finally, the analysis will show 
WKDWWKHWZRVRQJVIURP.DUDGåLü¶VFROOHFWLRQFRQWDLQPRUHWUDGLWLRQDOFKDUDFWHUistics and are 
proper transitional texts, i.e. a distinctive combination of oral traditional and literary elements. 
In the next section, various scholarly arguments about the actual traditionality of the 
WZRVRQJVIURP.DUDGåLü¶VFROOHFWLRQZLOOEHH[DPLQHd. Even though .DUDGåLüH[SUHVVHGKLV
belief that Bishop Petar was their original author, he further suggested that, despite their likely 
nontraditional origin, the songs were partially adapted, transmitted and transformed by oral 
singers, which therefore justifies their inclusion in collections of folk songs. 401  While 
.DUDGåLü¶VUHPDUNVOHG5DGRVDY0HGHQLFDWRFRQFOXGHWKDWWKHVHVRQJVZHUHµSUDYHQDURGQH
SHVPH¶ /MXERPLU =XNRYLü DQG 1LNROD %DQDãHYLü H[SUHVVHG VRPH GRXEWV RYHU WKHLU IRON
origin.402 In accordance with the previous stylistic analysis, I will argue that the two songs 
IURP.DUDGåLü¶VFROOHFWLRQZHUHQHLWKHUZLGHO\SHUIRUPHGDPRQJORFDOVLQJHUVDWWKHWLPHQRU
adapted in the oral-traditional manner to such an extent that they should be considered 
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 .DUDGåLüSrpske narodne pjesme IV, p. 66. 
402
 Radosav Medenica, NaãDQDURGQHHSLND, p. 110; Zukoviü, PogovorS%DQDãHYLüPesme o najstarijoj, 
p. 291 et passim. 
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traditional songs. They still contain a number of nontraditional features, such as relatively 
frequent rhyming or unusual perspective and phraseology, and the correspondences between 
different versions go beyond any typological level of similarity. In accordDQFHZLWK3DUU\¶V
DQG /RUG¶V UHPLQGHU WKDW µwhat is important is not the oral presentation but rather the 
FRPSRVLWLRQGXULQJSHUIRUPDQFH¶403 it is argued that this fixed form of the songs about the 
1796 batWOHVIURP.DUDGåLü¶VFROOHFWLRQLVDQRWKHUQRQWUDGLWLRQDOIHDWXUH In other words, even 
though .DUDGåLü¶V VLQJHUV SHUIRUP WKHVH VRQJV RUDOO\ WKH\ DSSDUHQWO\ WUHDW WKHP DV IL[HG
texts, trying to memorize them word-for-word and to reproduce them accurately, all of which 
are nontraditional features. 
7KH VHFRQG SDUW RI WKH FKDSWHU H[DPLQHV WKH TXHVWLRQ RI %LVKRS 3HWDU¶V DXWKRUVKLS
over these and other similar Montenegrin oral songs collected at the time. I will argue, firstly, 
that the songs promoting the role of Bishop Petar and other Petroviüs in the Montenegrin 
struggle against the Turks were certainly composed in and promoted from Cetinje during 
%LVKRS3HWDU¶V UXOH6HFRQGO\ WKDW WKHUHDUHVWURQJDUJXPHQWVVXSSRUWLQJ WKHFODLPWKDW WKH
Bishop composed such songs himself but, since he did not publish them under his name and 
no autographs of his exist, this attribution remains to some extent a matter of speculation. 
Finally, it will be argued that contextual evidence and the biographies of KaUDGåLü¶VVLQJHUV
comply with the textual analysis and indicate that the two songs about the 1796 battles were 
nontraditional songs composed at Cetinje by the Bishop or some of his associates, and further 
GLVWULEXWHGDPRQJWKHUHODWLYHO\QDUURZFLUFOHRI%LVKRS¶VIROORZHUV 
 
 
 
 
                                                 
403
 Lord, The Singer of Tales, p. 213. 
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Overall Perspective of µ%RM&rnogoraca s Mahmut-SDãRP¶ and µ2SHW&UQRJRUFLL0DKPXW-SDãD¶ 
  
As indicated, historians have described the victory of the allied Montenegrins and the 
%UÿDQL DJDLQVW WKH DUP\ RI 0HKPHW 3DVKD LQ  DV FUXFLDO IRU WKH XQLILFDWLRQ RI
Montenegro. It confirmed Montenegrin factual independence, strengthened the influence of 
&HWLQMHRQWKH%UÿDQLDQGDWWUDFWHGDFHUWDLQLQWHUQDWLRQDOLQWHUHVWHVWDEOLVKLQJ0Rntenegro as 
a respectable player in the region.404 
7KHWZRVRQJVDERXW WKHEDWWOHVDJDLQVW0HKPHW3DVKDSXEOLVKHGLQ.DUDGåLü¶V third 
book of Narodne srpske pjesme in 1823 contain a number of nontraditional elements with 
respect to their knowledge of the historical context, political message, phraseology and the 
role of Bishop Petar in the plot. After briefly outlining their plot and common characteristics, 
in the later part of the chapter I will make a comparison with other documented versions and 
argue that the classification of the two songs from Narodne srpske pjesme as transitional texts 
offers a satisfactory solution to the controversy over the actual degree of their traditionality. 
%RWKVRQJVDERXW WKHEDWWOHVDJDLQVW0HKPHW3DVKDIURP.DUDGåLü¶VFROOHFWLRQ
develop a wide framework for the HQHP\¶V DFWLRQV 3UHYLRXVO\ P\ analysis indicated that 
WUDGLWLRQDO RUDO VRQJV DERXW WKH EDWWOH RI 0RUDþD DV DQRWKHU PDMRU FRQWHPSRUDU\ HYHQt, 
typically display a very limited, predominantly local and tribal perspective; the singers 
especially praise the heroism of their fellow tribesmen, and show no consideration for the 
wider cause and importance of this battle. Consequently, both songs open with a formulaic 
SKUDVHDQGLPPHGLDWHO\VHWWKHSORWDW0RUDþDZLWKRXWPDNLQJZLGHUUHIHUHQFHVWRDJHQHUDO
context or pretext of the battle: 
                                                 
404
 $FFRUGLQJWR'XãDQ9XNVDQµRYDELWNDGRQLMHODMHGHILQLWLYQRVORERGX%UGLPDLYHü7XUFLQLMHVXSRNXãDYDOL
GD RGYRMH %UGD RG &UQH *RUH¶ Petar I i njegovo doba S  -RYDQRYLü HPSKDVL]HV WKDW LQ  3LSHUL L
BjelRSDYOLüL GHILQLWLYHO\ GHFLGHG µGD VH NRQDþQR XMHGLQH VD &UQRJRUFLPD REDYH]XMXüL VH GD üH SRWSXQR
L]YUãDYDWL 9ODGLþLQD QDUHÿHQMD¶ -RYDQRYLü Istorija Crne Gore, p. 155). Most recent publications especially 
emphasize the decisive importance of these battles in the formation of the Montenegrin nation and state, see: 
3HMRYLü Crna Gora u doba Petra I i Petra II, pp. 135- %UDQNR 3DYLüHYLü Istorija Crne Gore, knjiga 4, 
6D]GDQMHFUQRJRUVNHQDFLRQDOQHGUåDYH-1878. Podgorica: Pobjeda / Istorijski institut Crne Gore, 2004. 
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Bijela je klikovala vila    Fala Bogu! Fala jedinome! 
Od Javorja zelene planine,   D¶0RUDþXWDPDSULWLVQXOD 
Te GR]LYDX0RUDþXJRUQMX 
µ%RM0RUDþDQDV7XUFLPD¶   µ2SHW0RUDþDQLV7XUFLPD¶405 
µ%RM &UQRJRUDFD V 0DKPXW-SDãRP¶ LQ GLVWLQFWLRQ RSHQV ZLWK D PHHWLQJ RI 7XUNLVK
nobles in Skadar. The importance of the gathering is emphasized both by the rank of their 
leader Mehmet, who is described as the vizier, and by the number of participants, since he 
JDWKHUV µ6YX JRVSRGX 7XUVNX L]DEUDQX¶406 ,Q DGGLWLRQ WKH YL]LHU¶V LQWHQWLRQ WR DWWDFN WKH
%UÿDQLLVSUHVHQWHGRQO\DVWKHLQLWLDODFWLRQWKDWVKRXOGHQDEOHDQGVHFXUHhis larger plan to 
conquer Montenegro and the Coast. As Mehmet explains, the tribal territory divides 
Herzegovina and Albania, two regions already under his control. Therefore, after defeating 
the tribes and uniting his army, he intends to capture Montenegro and the coastal towns 
Novi,407  'XEURYQLN DQG .RWRU 'HVFULELQJ WKH YL]LHU¶V DPELWLRQV WKH VRQJ DOVR GLVSOD\V
references to the wider international context: 
Sad ne ima u Boku Kotorsku, 
U nju nema momka nijednoga, 
6YHMHSRãORX7DOLMXUDYQX 
%DãGDEUDQLMletke od Francuza.408 
The preparations of the Christians for their defence in the song are also portrayed from 
a wider perspective and as involving a broader level of cooperation. Mehmet Pasha sends a 
OHWWHU WR%LVKRS3HWDUDGGUHVVLQJKLPDV µ2YODGLNR&UQRJRUVNLNUDOMX¶ LQZKLFKKHZDUQV
KLP WR ZLWKKROG KLV DVVLVWDQFH WR WKH %UÿDQL LQ WKH IRUWKFRPLQJ EDWWOH $IWHU UHFHLYLQJ WKH
letter, Bishop Petar gathers prominent Montenegrin leaders and warriors for council, and 
gives an elaborate speech to secure their unity and motivate them for the battle. The Bishop 
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 .DUDGåLüSrpske narodne pjesme IV, pp. 266-68. 
406
 Ibid., p. 66. 
407
 Present day Herceg-Novi in Boka Kotorska bay on the Montenegrin Coast.  
408
 Ibid., p. 67. 
 174  
EHJLQVKLVVSHHFKZLWKDUHPLQGHUDERXWWKHSUHYLRXVYL]LHU¶VSLOODJHRI0RQWHQHJUR8VLQJD
bribe, the vizier succeeded in dividing them, and then proceeded to devastate Montenegro and 
burn down the church and monastery at &HWLQMHZLWKRXWVXIIHULQJDQ\ ORVVHVµ$EH]UDQH L
EH]PUWYHJODYH¶7KH%LVKRSLVDIUDLGWKH0RQWHQHJULQVZLOODJDLQPDNHWKHVDPHPLVWDNH
DQG UHFDOOV WKH WUHDVRQ RI 9XN %UDQNRYLü DW WKH .RVRYR %DWWOH +H WKHQ ZDUQV DERXW WKH
LQIDP\RI%UDQNRYLü¶VVLQDQGUHPLQGVWKH0RQWHQHJULQVKRZWKHLUDQFHVWRUVµ9RMHYDãHDL
ERMD ELãH _ 5DGL YMHUH L VORERGH GUDJH _ 'D X 7XUVNR URSVWYR QH SDGDMX¶ 409  Finally, he 
concludes his address with the message: 
Od Boga je velika grijota, 
A od ljudi ukor i sramota 
Izdavati BrÿDQHMXQDNH 
%UÿDQLVXQDãDEUDüDPLOD410 
After his speech, all the Montenegrins swear to the Bishop they will rather die than 
EHWUD\WKH%UÿDQL7KH%LVKRS¶VVDWLVIDFWLRQZLWKWKLVDFKLHYHPHQWLVH[SUHVVHGRSHQO\µ.DGH
YLÿH&HWLQMVNLYODGLND_ .DGHYLÿHslogu i slobodu¶.411 The Bishop plays a decisive role in the 
following events as well. He is the first to come with initial forces to the territory of the 
%MHORSDYOLüLWULEH7KHQKHZULWHVWRWKH0RQWHQHJULQOHDGHUVWRVHFXUHUHLQIRUFHPHQWVLQWLPH
for the battle. Finally, prior to the battle he gathers his army in front of the church: 
7HLPGDGH%RåMHEODJRVORYH 
,YLãQMHPX%RJXSUHSRUXþL 
'DP¶RQEXGHYRMVFLSUHGYRGLWHOM 
A Turcima skori pobeditelj.412 
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 Ibid., p. 69. 
410
 Ibid., p. 69. 
411
 Ibid., p. 70. 
412
 Ibid., p. 72. 
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Accordingly, Mehmet Pasha proclaims as his primary goal the elimination of the Bishop, and 
offers the entire Zeta valley and the government over three towns to the one who kills or 
captures him. 
µ2SHW &UQRJRUFL L 0DKPXW-SDãD¶ GLVSOD\V WKH VDPH FKDUDFWHULVWLFV DV WKH SUHYLRXV
song, and contains a whole series of the same or similar verses. Mehmet is once more 
described as a vizier, and again he intends to use a bribe to disunite the Montenegrins and 
FRQTXHU µ&UQX JRUX L SULPRUMH UDYQR _ 'R ELMHOD JUDGD 'XEURYQLND¶.413 As in the previous 
song, Bishop Petar is descrLEHGDVWKH0RQWHQHJULQNLQJµ2YODGLNR&UQRJRUVNLNUDOMX¶DQG
plays the decisive role in the events. He receives the letter, gathers the Montenegrins and acts 
DVWKHLUPLOLWDU\FRPPDQGHUµ9ODGLNDPLUD]UHÿXMHYRMVNX_0HüHUHGRPSOHPHGRSOHPHQD_
0HÿXQMLPDPHüHþHORYRÿH¶414 Prior to the battle, the Bishop gives a speech to inspire his 
army, emphasizing that their internal unity is a prerequisite for success. His contempt for the 
WUHDVRQ RI 9XN %UDQNRYLü LV H[SUHVVHG LQ DOPRVW WKH H[DFW YHUVHV DV LQ WKH VRQJ µ%RM
Crnogoraca s Mahmut-SDãRP¶ 
µ$]QDWHOLPRMDEUDüRGUDJD                               µ&UQRJRUFLPRMDEUDüRGUDJD 
Kako kleti kore Srbe Turci                                        Znate, kako Srbe kore Turci 
2GåDORVQDERMD.RVRYVNRJD2GåDORVQDSROMD.RVRYRJD 
2GL]GDMH%UDQNRYLüD9XND                               2GL]GDMH%UDQNRYLüD9XND 
1HNPXEXGHYD]GDYMHþQDPXND¶Da bi njemXELODYHþQDPXND¶ 
µ%RM&UQRJRUDFDV0DKPXW-SDãRP¶µ2SHW&UQRJRUFLL0DKPXW-SDãD¶ 415 
In addition, both songs end in a similar manner, describing the victory as a collective 
achievement. After the description of the Turkish catastrophH µ%RM &UQRJRUDFD V 0DKPXW-
SDãRP¶ VLQJOHV RXW WKUHH IDOOHQ ZDUULRUV IURP WKH %LVKRS¶V DUP\ µ.UFXQ 6DYR RG PMHVWD
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%MHOLFD _ 6 /MXERWLQD 6WDQNR EDUMDNWDUH _ , RG %UGD 9RMYRGLüD %HJR¶.416  The territorial 
GLVWULEXWLRQ RI WKH GHDG LQGLFDWHV WKH VLQJHU¶V LQWHQtion to emphasize again the unity and 
universality of the army. The first mentioned hero is from the tribe of Bjelice, which belongs 
to the largest district of Katuni, while the second comes from the territory of the neighbouring 
district of Rijeka. Both are from the territory of Old Montenegro, thus indicating its dominant 
position. Finally, instead of mentioning his tribal allegiance, the singer depicts the third hero 
as a representative of all WKH%UÿDQL7KHVHFRQGVRQJDOVRILQLVKHVZLWKDVLPLODUHPSKDVLVRQ
the collective effort and achievement: 
(YRMHGQRPRPþHYODGLþLQR 
$OLMDãHKDWD0DKPXWRYD 
Malo bilo, eto drugo grede, 
Ali nosi Mahmutovu glavu; 
7UHüHQRVLSXãNH0DKPXWRYH417 
=XNRYLüHPSKDVL]HVWKDWµSHYDþL]NROHNWLYDQHELQLNDG]DERUDYLRGDSURVODYLMXQDNDNRMLMH
SRVHNDR QHSULMDWHOMX JODYX¶ HVSHFLDOO\ LQ WKH FDVH RI VXFK DQ HPLQHQW HQHP\ OLNH 0HKPHW
Pasha, and concludes: 
Tako su i pobeda nad neprijateljem i pogibija njihovog zapovednikDSULND]DQLNDR]DMHGQLþNL
SRGYLJ L XVSHKNDRGHOR VORJH L SRVOXKDRþLJOHGDQSULPHU µãWD þLQL MHGLQVWYRNDG MHGQRPH
GDGXVWDUMHãLQVWYR¶NDNRMHWRYODGLNDSHYDRSRYRGRP.DUDÿRUÿDLSUYRJVUSVNRJXVWDQND418 
In short, the songs about the battles against Mehmet Pasha on the overall level show 
apparent differences from the two traditional VRQJVDERXWWKHFRQWHPSRUDU\EDWWOHRI0RUDþD
µ%RM &UQRJRUDFD V 0DKPXW-SDãRP¶ and µ2SHW &UQRJRUFL L 0DKPXW-SDãD¶ are situated in a 
much wider framework involving Skadar, the Kotor Bay, the Adriatic Coast, and even 
mention the conflict between Venice and France. In addition, they emphasize the decisive role 
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RI%LVKRS3HWDULQWKHSORWGHVFULELQJKLPDVµWKH0RQWHQHJULQNLQJ¶)LQDOO\WKH\FHOHEUDWH
both the victory and killing of Mehmet Pasha as the collective achievement of the united 
Montenegrins, without setting apart any particular hero of the battle. 
 
Dispute over the (Non)traditionality of µ%RM&UQRJRUDFDV0DKPXW-SDãRP¶ and µ2SHW 
Crnogorci i Mahmut-SDãD¶ 
 
While most VFKRODUVDFFHSWHG.DUDGåLü¶VVXJJHVWLRQDERXWWKHQRQWUDGLWLRQDORULJLQRI
these songs, the actual degree of their traditionality has been a matter of dispute. The issue of 
the debate among the scholars appears to be the fact that the two songs from KaradåLü¶V
collection show more traditional elements than the other documented versions of these songs, 
VXFK DV WKRVH SXEOLVKHG LQ 0LOXWLQRYLü
V Pjevanija IURP  DQG 1MHJRã¶V Ogledalo 
srbsko.419 In the following section, I will examine various claims made by KDUDGåLüDQGODWHU
scholars regarding these two songs. Subsequent analysis will lead to the establishment of two 
different hypotheses ± while the first describes them as being only partially adopted and 
transformed by oral folk tradition, the second asserts their genuine traditional character. 
.DUDGåLüZDVWKHILUVWWRVXJJHVWWKDWWKHVHVRQJVZHUHRULJLQDOO\FRPSRVHGE\%LVKRS
Petar. Republishing the songs in the fourth book of Srpske narodne pjesme from 1862, he 
PDGH WKH IROORZLQJ FRPPHQW µ-D ]D FLMHOR PLslim da je ove obadvije pjesme o boju 
&UQRJRUDFDV0DKPXWSDãRPQDþLQLR&UQRJRUVNLYODGLND3HWDU,VDGDãQML6YHWL3HWDUSDVX
SRVOLMH XãOH X QDURG L LGXüL RG XVWD GR XVWD NROLNR VH PRJOR GRJRQMHQH SUHPD QDURGQLMHP
SMHVPDPD¶420 It is not quite clear what .DUDGåLüPHDQVE\WKHZRUGµQDþLQLR¶but it appears 
that it indicates WKHQRQWUDGLWLRQDORULJLQRI WKHVRQJ1DPHO\ZKHQ.DUDGåLü UHIHUV WRRUDO
                                                 
419
 See: %RM X 0DUWLQLüH &UQRJRUDFDK V .DUD-0DKPXWRP %XãDWOLMRP (no. 168) and Na Kruse (no. 170), in 
0LOXWLQRYLü Pjevanija, pp. 682-87, 704-09, and: Boj s ve]LURP 0DKPXW SDãRP and Pogibija vezira Mahmut-
SDãHQDVHOR.UXVHLQ1MHJRãOgledalo srbsko, pp. 204-21. 
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 .DUDGåLüSrpske narodne pjesme IV, p. 66. 
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FRPSRVLWLRQVRIWUDGLWLRQDOVLQJHUVKHW\SLFDOO\XVHVWKHYHUEµVSHYDWL¶)RUH[DPSOHZKHQKH
expresses hiV ILUP EHOLHI WKDW )LOLS 9LãQMLü KLPVHOI FRPSRVHG WKH VRQJV DERXW WKH QHZHVW
EDWWOHVEHWZHHQWKH6HUEVDQGWKH7XUNV.DUDGåLüXVHVDOPRVWWKHVDPHSKUDVHDQGVD\Vµ-D
za celo mislim, da je ove sve nove pesme, od Kara-çRUÿLMQDYUHPHQD)LOLSVDPVSHYDR¶421 
7KXVµVSHYDR¶PHDQVWKDW)LOLS9LãQMLüFRPSRVHGKLVVRQJVRUDOO\ZKHUHDVµQDþLQLR¶ZRXOG
indicate the originally written or literary origin of a song. In addition, in the mentioned 1862 
Introduction.DUDGåLüDJDLQPHQWLRQVWKHVRQJVµNRMHMHVDVWDYOMDR i pisao Crnogorski vladika 
3HWDU,¶422 :KLOHWKHYHUEµSLVDWL¶FOHDUO\UHIHUVWRZULWLQJµVDVWDYOMDWL¶LVOHVVH[DFWDQGFDQ
apply to both oral and written compositions, which suggests that .DUDGåLüZDVQRWTXLWHVXUH
about their original form. Nonetheless, it is indicative that .DUDGåLü QHYHU XVHV WKH YHUE
µVSHYDWL¶ ZLWK UHJDUG WR WKH %LVKRS¶V VRQJV DQG WHQGV WR GHVFULEH WKHP LQ WHUPV RI
QRQWUDGLWLRQDOOLWHUDU\ZRUNV,QSDUWLFXODU.DUDGåLü¶VH[SODQDWLRQRIWKHWZRVRQJVIURPKLV
collection rests on thHSUHVXPSWLRQVWKDWWKH\ZHUHDDGRSWHGE\WKHFRPPRQIRONµXãOHX
QDURG¶EWUDQVPLWWHGRUDOO\µRGXVWDGRXVWD¶DQGFPRGLILHGµGRJRQMHQH¶DFFRUGLQJWR
the rules of oral tradition. In other words, insofar as the two songs had Bishop Petar as their 
author, they were not originally folk songs. Nevertheless, being adopted and transmitted by 
the oral tradition and collected from oral folk singers, they became traditional songs to some 
H[WHQWµNROLNRVHPRJOR¶7KLVDSSHDUVWRMXVWLI\WKHLULQFOXVion in the collection among the 
folk songs. 
5DGRVDY 0HGHQLFD UHMHFWHG .DUDGåLü¶V H[SODQDWLRQ DQG IRUPXODWHG WKH VHFRQG
K\SRWKHVLV$FFRUGLQJWRKLPWKHWZR.DUDGåLü¶VVRQJVDUHµSUDYHQDURGQHSHVPHSRWSXQR
samostalne iako bliske varijante predmeta koji oSHYDMX 9ODGLþLQH REUDGH R YRMHYDQMX
Mahmut-SDãH¶423 ,QRWKHUZRUGVWKHVRQJVDERXWWKHEDWWOHVIURP.DUDGåLü¶VDQGRWKHU
collections have only the subject, but not the source in common. Medenica supported his 
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claim by underlining the differences between these songs and their versions published by 
Sima MilutLQRYLü DQG1MHJRã+H HPSKDVL]HG that the corresponding songs from Pjevanija 
and Ogledalo srbsko are mostly rhymed, and attributes them to Bishop Petar. In distinction, 
according to Medenica, the two VRQJV IURP .DUDGåLü¶V HGLWLRQ FRQWDLQ RQO\ D IHZ
spontaneously rhymed verses, which are quite commonly found in epic songs.424 
0HGHQLFD¶V DUJXPHQW KRZHYHU VXIIHUV IURP FHUWDLQ LQFRQVLVWHQFLHV $OUHDG\ LQ WKH
next paragraph, for example, he quoted several lines from various versions and claimed that 
WKHWZRVRQJVIURP.DUDGåLü¶VFROOHFWLRQDUHµSUHSHYLREHMXnjegovih [9ODGLþLQLK@SHVDPD¶425 
7KXVLWUHPDLQVXQFOHDUKRZWKHWZRVRQJVFDQVLPXOWDQHRXVO\EHµSRWSXQRVDPRVWDOQHLDNR
bliske varijante predmeta kojL RSHYDMX 9ODGLþLQH REUDGH¶ DQG µSUHSHYL REHMX
njegovih/9ODGLþLQLK SHVDPD¶ $V LW VHHPV 0HGHQLFD ZDs not actually denying that Bishop 
3HWDU¶VVRQJVZHUHWhe original source, but believed WKDWWKHYHUVLRQVWKDW.DUDGåLüFROOHFWHG
departed from their source to such an extent that they could legitimately be considered 
genuine folk oral songs. It follows WKDWDFFRUGLQJWR0HGHQLFDµSUHSHYL9ODGLþLQLKSHVDPD¶
HYHQWXDOO\ EHFDPH µSUDYH QDURGQH SHVPH¶ LQ WKH FRXUVH RI WKHLU RUDO GLVWULEXWLRQ DQG
performance. 
OtKHUVFKRODUVGHDOLQJZLWKWKLVLVVXHOLNH%DQDãHYLüDQG=XNRYLüIDYRXUHGWKHILUVW
K\SRWKHVLVDQGDFFHSWHG.DUDGåLü¶VH[SODQDWLRQ$FFRUGLQJWR%DQDãHYLü¶VWH[WXDODQDO\VLVRI
DOOWKHVL[VRQJVSXEOLVKHGE\.DUDGåLü6LPD0LOXWLQRYLüDQG1MHJRãWKHLUFRrrespondence 
goes beyond any typological level of similarity and refers to Bishop Petar as their common 
author.426 On the RWKHU KDQG %DQDãHYLü UHFRJQL]HG a larger presence of the traditional oral 
FKDUDFWHULVWLFV LQ WKH WZR .DUDGåLü¶V VRQJV, and drew his conclusion along the lines of 
.DUDGåLü¶VH[SODQDWLRQµLSDNVHYLGLGDMH9XNRYDNDNRMHVDPRQRVHWLRSURãODNUR]QDURGL
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³GRJRQMHQDSUHPDQDURGQLMHPSMHVPDPD´¶427 Taking into consideration two more versions of 
these songs from the second half of the nineteHQWKFHQWXU\=XNRYLüDGGLWLRQDOO\ FRQILUPed 
that among all the documented songs about the battles against Mehmet Pasha there is not a 
single version that originated independently from tKH %LVKRS¶V VRQJV+H VXJJHVWHG further 
that other songs about this evHQWGLGQRWH[LVWDWDOOµ9HURYDWQRVHQLNRQLMHQLXVXÿLYDRGDVH
QDWSHYDYDVYODGLNRPNRJDVXVYLSRãWRYDOLLFHQLOLDPQRJLMRã]DåLYRWDVPDWUDOLVYHWLP¶428 
=XNRYLü WKXV H[SOLFLWO\ UHMHFWHG 0HGHQLFD¶V FODLP DQG VWUHVVHG RXW µPL X RYRM VWYDUL X
potpunRVWLSULKYDWDPR9XNRYVXG¶429 
=XNRYLü also took into consideration contextual evidence concerning these songs and 
indicated WKDW WKH\ ZHUH FROOHFWHG IURP %LVKRS 3HWDU¶V DVVRFLDWHV +H emphasized that 
.DUDGåLüZURWHGRZQµ%RM&UQRJRUDFDV0DKPXW-paãRP¶IURPĈXUR0LOXWLQRYLü&UQRJRUDF
WKH%LVKRS¶VNQRZQDVVRFLDWHDQGsuggested IXUWKHUWKDW.DUDGåLüFRXOGKDYHZULWWHQGRZQ
WKHVHFRQGVRQJIURPWKHGHDFRQ/LþLQLüZKRDOVRKDGFRQQHFWLRQVZLWKWKH%LVKRS430 While 
=XNRYLü contributed to the discussion by including contextual information, he fell short of 
following their full consequences. Namely, if both songs were, as he suggested, collected 
IURP OLWHUDWH SHUVRQV DQG %LVKRS 3HWDU¶V DVVRFLDWHV WKH\ WKHUHIRUH FLUFXODWHG DPRQJ WKH
narrow circle of his followers rather than actually being part of the oral tradition. =XNRYLü
however, saw VXIILFLHQW HYLGHQFH WR DGRSW .DUDGåLü¶V H[SODQDWLRQ and paraphrased it as 
follows: 
njihovo usmeno putovanje kroz prostor i vreme ostavilo [je] na njima znatnog traga. To je, 
XRVWDORPLELRUD]ORJãWRLKMH9XNREMDYLR]DMHGQRVDSUDYim narodnim pesmama, mada nam 
RYDNQMLJDQXGLMRãQHNROLNRWHNVWRYDQDGNRMLPDELVHYUHGHORR]ELOMQR]DPLVOLWLSUHQHJRãWR
LKR]QDþLPRNDRSUDYHQDURGQHSHVPH431 
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As it appears, disputes and contradictions derive from different estimations and 
interpretatiRQVRI.DUDGåLü¶VK\SRWKHVLVZKLFKRFFXSLHVWKHFHQWUDOSRVLWLRQLQWKHGHEDWHDQG
is referred to by all other scholars. For Medenica, the facts that the songs were not collected 
directly from Bishop Petar and that they show more characteristics of traditional songs than 
other versions, were sufficient to classify them as true folk songs. Consequently, he rejected 
.DUDGåLü¶V DWWULEXWLRQ %DQDãHYLü DQG =XNRYLü LQ GLVWLQFWLRQ HPSKDVL]HG WKH VLPLODULWLHV
EHWZHHQ GLIIHUHQW YHUVLRQV DQG DFFHSWHG .DUDGåLü¶V DWWULEXWLRQ DQG H[SODQDWLRQ %DQDãHYLü
limited his investigation only to the textual analysis of the different versions; insofar as 
.DUDGåLü¶V VRQJV VKRZHG PRUH FKDUDFWHULVWLFV RI WUDGLWLRQDO VRQJV WKDQ WKH YHUVLRQV IURP
0LOXWLQRYLü¶VDQG1MHJRã¶FROOHFWLRQV, they seemed to be of nontraditional origin but partially 
adaSWHG E\ RUDO WUDGLWLRQ =XNRYLü FRPSOLHG ZLWK WKHVH YLHZV EXW DOVR LQFOXGHG FRQWH[WXDO
information about the singers and their connections with the Bishop, and advocated further 
consideration of these and other songs in the collection. 
 
Comparative Analysis of the Songs about the 1796 Battles 
 
In the following section, I will discuss in detail the textual characteristics of µ%RM
Crnogoraca s Mahmut-SDãRP¶ and µ2SHW&UQRJRUFL L0DKPXW-SDãD¶DQGexamine their oral 
traditional and literary features. Since the two songs that KaradåLü ZURWH GRZQ IURP RUDO
singers are not the only documented versions of songs about these events, their characteristics 
and distinctive features can be best examined in comparison to other versions. As far as µ%RM
Crnogoraca s Mahmut-SDãRP¶ is concerned, five complete versions of this song were 
GRFXPHQWHGGXULQJWKHQLQHWHHQWKFHQWXU\$IWHU.DUDGåLüGLIIHUHQWYDULDQWVZHUHSXEOLVKHG
in Montenegrin state almanac Grlica LQ  6LPD 0LOXWLQRYLü¶V Pjevanija in 1837 and 
1MHJRã¶V Ogledalo srbsko in 1846. In DGGLWLRQ VRPHWLPHV DIWHU  .DUDGåLü UHFHLYHG
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DQRWKHU YHUVLRQ RI WKH VRQJ IURP KLV DVVRFLDWH 0DNVLP âNUOLü DQG WKH ODVW NQRZQ YDULDQW
appeared in the journal Bosanska vila in 1892. In regard to the song µ2SHW &UQRJRUFL L
Mahmut-SDãD¶ IURP.DUDGåLü¶V823 collection, three other versions were documented later ± 
WZRZHUHSXEOLVKHGE\6LPD0LOXWLQRYLüDQG1MHJRãLQWKHDIRUHPHQWLRQHGFROOHFWLRQVZKLOH
0DNVLPâNUOLü¶VYDULDQW UHPDLQHGXQSXEOLVKHGXQWLO HGLWLRQRI VRQJV IURP.DUDGåLü¶V
manuscripts. However, not all versions are suitable for determining if the songs published by 
.DUDGåLüZHUHLQGHHGadapted, transmitted orally, and modified according to the rules of oral 
tradition. Namely, RQO\ WKH YHUVLRQV SXEOLVKHG E\ 6LPD 0LOXWLQRYLü DSSHDU WR SURYLGe 
DGHTXDWHPDWHULDOIRUWH[WXDOFRPSDULVRQZLWK.DUDGåLü¶VYHUVLRQV0LOXWLQRYLüKDGFROOHFWHG
WKHPLQ WKH ODWHRU WKDW LVGXULQJ%LVKRS3HWDU¶V OLIHWLPHDQGRQO\VHYHUDO \HDUV
DIWHU.DUDGåLü¶VYHUVLRQVZHUHSXEOLVKHG$OO RWKHUYHUVLRQVZHUHGRcumented after Bishop 
3HWDU¶V GHDWK DQG ZLWKRXW UHOLDEOH HYLGHQFH RI WKHLU VLQJHUV DQG VRXUFHV DQG DUH WKXV
considered to be less reliable and less suitable for textual comparison.432 Admittedly, this all 
PDNHV 6LPD 0LOXWLQRYLü DV WKH 0RQWHQHJULQ SXEOLF VHFUHWDU\ DQG WKH %LVKRS¶V SHUVRQDO
assistant, closer to the presumed original source(s) of the songs, whether written songs or the 
%LVKRS¶VRUDOSHUIRUPDQFHV 
0LOXWLQRYLü¶V HGLWRULDO DSSURDFK LV DQRWKHU UHDVRQ WR UHIHU WR WKH Pjevanija versions. 
Namely, while nineteenth-FHQWXU\VFKRODUVXVXDOO\FRQVLGHUHG0LOXWLQRYLüWREHLQWUXVLYHDQG
unreliable as collector, recent scholars re-evaluated his approach and demonstrated that his 
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 In addition, the two Bishop Petar¶V VRQJV IURP 1MHJRã¶V FROOHFWLRQV DUH FOHDUO\ QRW VHSDUate versions but 
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Osim toga, stih ³A za zdravje svetoga vladike´ QLMH YLãH SULVWDMDR SRVOH VPUWL 3HWUD ,¶ %DQDãHYLü Pesme o 
najstarijoj  %DQDãHYLü¶V ODVW SRLQW FRUUHVSRQGV ZLWK WKH FRQFOXVLRQV PDGH E\ other scholars about 
0LOXWLQRYLü¶s occasional editorial contribution in the form of morals added in the concluding lines. This 
particular case is especially clear, since it is unimaginable that the Bishop would glorify himself as a saint. 
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interventions were light and mostly limited to concluding lines.433 Since approximately one 
third of his original manuscript has been preserved, it enables us to scrutinize his editorial 
DSSURDFK ZLWK FRQVLGHUDEOH SUHFLVLRQ 9ODGDQ 1HGLü VWXGLHG WKH PDQXVFULSW DQG GHVFULEHG
0LOXWLQRYLü¶VHGLWRULDOSUDFWLFHDVIROORZV 
5D]OLNH L]PHÿX UXNRSLVQLK L REMDYOMHQLK SHVDPD RVYHWOMDYDMX 0LOXWLQRYLüD NDR UHGDNWRUD
6SUHPDMXüL WHNVWRYH]D ãWDPSXRQ MHþLQLR L]PHQH$OLGRNXJODYQLGHRVYDNHSHVPHQLMH
dirao ± L]X]LPDMXüLVLWQHLVSUDYNHLUD]XPHVHSUDYRSLV± SRVOHGQMHVWLKRYHRELþQRMHPHQMDR 
SUHUDÿLYDRL]RVWDYOMDRLOLGRGDYDRQRYH434 
1HGLü DOVR LOOXVWUDWHG W\SLFDO IRUPV RI LQWHUYHQWLRQV WKDW 0LOXWLQRYLü KDG PDGH ,Q
VHYHUDOFDVHV0LOXWLQRYLüH[FOXGHGWKHFRQFOXGLQJOLQHVIURPWKHSXEOLVKHGFROOHFWLRQVXFK
DV µ1HND GUXOH GD VH EUDGH JXOH | %DUHP WXUVNH DNR EL QLþLMH | $PLQ %RåH VYH X WYRMX
VODYX¶ µ'YRUED -DNãLüD¶ µ2Q L%DMR L RVWDODGUXåED¶ µ=XMR L9XMR¶ µ$ MXQDãWYRGLND L
pofala | 6UELQX MH L QMHJRYX GUXJX¶ µ8VNRFL¶ RU µ$ PL YD]GD PXGUR L YHVHOR¶ µ0DUNR X
tavnici tatarskoM¶ ,QGLVWLQFWLRQ KH VRPHWLPHVDGGHG WKHFRQFOXGLQJ OLQHVKLPVHOI OLNH LQ
µ'DVHKODGHL]ORGREURPJUDGH¶µ3RãWRMHüHLI¶µ7DGRGRãHN6PHGHUHYXVYRPH¶µ'HVSRW
ĈXUR¶RUµ'RNMHWXUVNRJLVUEDOMVNRJXKD¶µ20HGXQXJUDGX¶)LQDOO\ Ln some instances 
0LOXWLQRYLüDGDpted the original text in the following manner: 
7HNãWREDEDVLQHRVYHWLR   7HNãWREDEDVLQHRVYHWLR 
,µYDNLVH6UELQSRVYHWLR   I zdravo se doma povratio.  
                            (Manuscript, no. 38)         µ2]LGDQMX1LNãLüD¶ 
 
Svim svijeta obraz na krajinu.   Petru svjeta obraz na krajinu. 
                          (Manuscript, no. 38)         µ1D.UXVH¶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 For a comprehensive account on WKHUHFHSWLRQRI0LOXWLQRYLü¶VWZRHGLWLRQVRIPjevanijaVHH/MXELQNRYLü
Pjevanija, pp. 80-143. For a discussion of his editorial approach see9ODGDQ1HGLü, µRukRSLV0LOXWLQRYLüHYH
Pjevanije¶, in Prilozi za knjiåevnost, jezik istoriju i folklor, 24 (1958), pp. 238-46. 
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 1HGLü5XNRSLV0LOXWLQRYLüHYH3MHYDQLMH, pp. 239-40. 
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Zdravo da su Piperi junaci,   A svi zdravo Piperi junaci, 
 ,RVWDODEUDüD&UQRJRUFL            6YL%UÿDQLLVYL&UQRJRUFL 
  (Manuscript, no. 46)                     µ3DVWLUL¶ 
After examining the Pjevanija PDQXVFULSW1HGLüSUHVHQWHG0LOXWLQRYLü¶VHGLWRULDODSSURDFK
LQ D SRVLWLYH OLJKW µ.DNR VH L] QDYHGHQLK SULPHUD YLGL 0LOXWLQRYLü MH GRSXãWDR VHEL
UHGDNWRUVNHVORERGHVDPRQD]DYUãHFLPDSHVDPD¶435 
For all the aforementioned reasons, I will limit the FRPSDULVRQRI.DUDGåLü¶VVRQJV to 
WKHLUYHUVLRQVSXEOLVKHGLQ0LOXWLQRYLü¶VVHFRQGPjevanija in 1837. In the first instance, µBoj 
Crnogoraca s Mahmut-SDãRP¶ ZKLFK .DUDGåLü ZURWH GRZQ IURP ĈXUR 0LOXWLQRYLü
Crnogorac around 1821 and published in the third book of Narodne srpske pjesme in 1823 
(referred to as .DUDGåLü¶VYHUVLRQLVFRPSDUHGZLWKWKHVRQJµ%RMX0DUWLQLüH&UQRJRUDFDKV
Kara-MaKPXWRP %XãDWOLMRP¶ SXEOLVKHG LQ 6LPD0LOXWLQRYLü¶V VHFRQG Pjevanija from 1837 
(the Pjevanija version henceforth).436 The analysis will show that .DUDGåLü¶V version displays 
more oral traditional features than the Pjevanija version. Four categories of differences of 
.DUDGåLü¶VYHUVLRQ in respect to the one from Pjevanija will be identified: a) the absence of 
the exact dating of events; b) the transformation of verses with the wider knowledge of 
historical context and international relations; c) the adaptation of the nontraditional verses and 
phrases into traditional lines and formulaic expressions, and d) the decrease in number of 
rhymed verses. This is followed by a brief summary of the overall degree of traditionality of 
both versions. In the final step, I will pinpoint several most striking characteristics of literary 
style in the Pjevanija version, and suggest that the most satisfactory explanation of these 
literary features is that the song originated as a written composition in the manner of an oral 
song. 
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 Ibid., p. 241. 
436
 See: KaradåLüSrpske narodne pjesme IV, pp. 66-0LOXWLQRYLüPjevanija, pp. 682-87.  
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,QWKHQH[WLQVWDQFHµOpet Crnogorci i Mahmut-SDãD¶IURP .DUDGåLü¶VFROOHFWLRQ will 
be compared with the version from Pjevanija FDOOHG µ1D .UXVH¶ It will be shown that, in 
DFFRUGDQFH ZLWK WKH SUHYLRXV ILQGLQJV WKH VRQJ IURP .DUDGåLü¶V FROOHFWLRQ VKRZV Pore 
WUDGLWLRQDOFKDUDFWHULVWLFVWKDQLWVFRXQWHUSDUWµ1D.UXVH¶ IURP0LOXWLQRYLü¶VPjevanija. I shall 
therefore argue that the two songs about the battles against Mehmet Pasha from Narodne 
srpske pjesme are transitional texts that present the combination of oral traditional and literary 
features, whereas Pjevanija versions are nontraditional songs with predominantly literary 
characteristics. 
 
&RPSDULVRQRI.DUDGåLü¶VµBoj Crnogoraca s Mahmut-SDãRP¶ with Sima  
0LOXWLQRYLü¶Vµ%RMX0DUWLQLüH&UQRJRUDFDKV.DUa-0DKPXWRP%XãDWOLMRP¶ 
 
In the first chapter, I PHQWLRQHG /RUG¶V FRQFOXVLRQ WKDW µWKH statement of date is an 
HOHPHQWQRWIRXQGLQWUXO\WUDGLWLRQDOHSLF¶437 The absence of precise dating of the events in 
.DUDGåLü¶VYHUVLRQ can thus be taken as the first notable difference between the two songs. 
Already the first two lines in the Pjevanija version µ1DWLVXüXLVHGPHVWRWLQH _GHYHGHVHW L
ãHVWHJRGLQH¶DUHFOHDUO\QRQWUDGLWLRQDO)RUH[DPSOHRWKHU0RQWHQHJULQVRQJVIURPNarodne 
srpske pjesme typically have D WUDGLWLRQDO IRUPXODLF RSHQLQJ µ%RåH PLOL þXGD YHOLNRJD¶
µ3HURYLü %DWULü¶ µ9LQR SLMX PODGL &UQRJRUFL¶ µ3RS &UQRJRUDF L 9XN .RSULYLFD¶), 
µ3URFYLOMHOHWUL6USVNHYRMYRGH¶µ7ULVXåQMD¶µ.QMLJXSLãHSRSH/MHãHYLüX¶µ3RS/MHãHYLüL
0DWLMD-XãNRYLü¶) HWF,IDWHPSRUDOPDUNHULVSUHVHQWDWDOODVLQµâHKRYLü2VPDQ¶LWLVRID
very broad and formulaic nature, and deprived of any historical accuracyµ2GNDNRMHVYLMHW
SRVWDQXR¶ 
                                                 
437
 Lord, The Singer Resumes the Tale, p. 234. 
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,W FRXOGEH DUJXHGRI FRXUVH WKDW WKHVH VRQJV DUHGLIIHUHQW IURP µ%RM Crnogoraca s 
Mahmut-SDãRP¶ LQVRIDU DV WKH\ DOO GHVFULEH PLQRU ORFDO FRQIOLFWV ,I WKH PRUH DSSURSULDWH
comparison would be between songs describing correspondingly large battles, the two songs 
DERXW WKH EDWWOH RI 0RUDþD IURP .DUDGåLü¶V FROOHFWLRQ KDYH D VLmilarly formulaic opening: 
µ%LMHODMHNOLNRYDODYLOD¶µ%RM0RUDþDQDV7XUFLPD¶DQGµ)DOD%RJX)DODMHGLQRPH¶µOpet 
0RUDþDQLV7XUFLPD¶). This should suffice as evidence that traditional oral songs do not begin 
by a precise statement of date. In addition, the Pjevanija version contains another 
QRQWUDGLWLRQDOHOHPHQWRIDVLPLODUQDWXUH7KHVLQJHUVSHFLILHVWKDWWKHEDWWOHWRRNSODFHµQD
MXOLMDGDQMHGDQDHVWL_EDãQDSUD]QLNVYHWH-HILPLMH¶$V%DQDãHYLüDOUHDG\SRLQWHGRXWERWK
the specification of the exact date of the battle and the mention of this relatively minor and not 
widely known Christian saint, indicate an educated author from clerical circles. 438  Both 
couplets are absent from .DUDGåLü¶VYHUVLRQµ%RM&UQRJRUDFDV0DKPXW-SDãRP¶WKXVEHJLQV
with the meeting of vizier and other Turks, and moves from the preparations for the conflict to 
the actual description of the battle without mentioning the precise date and its place in the 
Christian calendar. 
The second prominent difference between the two versions is a thorough knowledge of 
the international relations in the Pjevanija version. In .DUDGåLü¶VYHUVLRQ, we typically find 
such information to be reduced or completely absent. A single example is taken as an 
illustration of this point. Revealing his plans to the Turkish representatives, vizier Mehmet 
explains that the moment has come for them to capture the Coastal territory: 
A sad nejma u Boki Kotorskoj                     Sad ne ima u Boku Kotorsku 
Principova broda nikakvoga,                        U njoj nema momka nijednoga, 
Ni golema u Primorje momka,        6YHMHSRãORX7DOLMXUDYQu, 
1RVYHSRÿHX7DOLMXUDYQX        %DãGDEUDQL0OHWNHRG)UDQFX]D  
'DþXYDMX0OHWNHRG)UDQFH]DK    .DUDGåLü¶VYHUVLRQ 
                                                 
438
 %DQDãHYLüPesme o najstarijoj, p. 283. 
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.RML]LVXQDãLSULMDWHOML 
2QLüHQDPXSRPRüLGRüL 
.DNRVXPLVNRURREHüDOL 
1DGRJRYRUãWRVPRVYLMHüDOL 
(Pjevanija version)      
Even though both versions have quite similar content, the differences in perspective 
and outlook between them are prominent. In the Pjevanija version, Vizier Mehmet explains to 
the distinguished Turks that there are no Venetian ships due to their preoccupation with the 
French forces in Italy. Furthermore, he mentions the French as their allies and refers to their 
diplomatic contacts and agreement over the allied action. Such verses where the author shows 
a thorough knowledge of the international relations and reveals information apparently 
inaccessible to the traditional singer are absent from .DUDGåLü¶V YHUVLRQ. Hence there is no 
reference to the Venetian Dodge (princip) and to the diplomatic and military alliance of the 
French with Mehmet Pasha. .DUDGåLü¶V version therefore adopts these elements to a lesser 
degree than the Pjevanija version and appears as more traditional. 
The two quotations also differ in respect to their usage of traditional stylistic devices, 
which are more frequently applied in .DUDGåLü¶VYHUVLRQ. In the first line of the passage from 
the Pjevanija YHUVLRQ WKH XVDJH RI WKH ORFDWLYH FDVH µX %RNL .RWRUVNRM¶ VXJJHVWV DQ
HGXFDWHG DXWKRU ZLWK WKH NQRZOHGJH RI JUDPPDU .DUDGåLü¶V VLQJHU in contrast, uses the 
DFFXVDWLYH µX %RNX .RWRUVNX¶ as a characteristic feature of the local dialect but also as a 
distinctive device in the traditional songs. While in some cases traditional singers use locative 
instead of accusative to fill in a missing syllable, in others they inversely apply accusative for 
ORFDWLYHWRHQDEOHDOOLWHUDWLRQDQGWUDQVIRUPJHRJUDSKLFPDUNHULQWRIRUPXODLFH[SUHVVLRQµ8
VYX %RVQX L +HUFHJRYLQX¶ µ'D SRWXUþL X 0RUDþX FUNYX¶ µ%RM QD 0RUDþL¶ Thus although 
Montenegrin singers occasionally use locative, they are more inclined to use accusative 
instead of it LQ WKHLU VRQJV µX 5XåLFX X ELMHOX FUNYX¶ 7HãDQ 3RGUXJRYLü µ8 9LOXVX VHOX
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PDOHQRPH¶ 6WHIDQ .DUDGåLü µâWD SURFYLOMH X %DQMDQH JRUQMH¶ ĈXUR 0LOXWLQRYLü
Crnogorac). In short, traditional singer is likely to use WKHIRUPµX%RNX.RWRUVNX¶ZKLFKKDV
a more traditional and formulaic character thaQLWVFRXQWHUSDUWµX%RNL.RWRUVNRM¶ 
In addition, the opening of .DUDGåLü¶V YHUVLRQ contains repetitions and retardations 
FKDUDFWHULVWLFIRUWKHRUDOSHUIRUPDQFHVXFKDVµ6DGQHLPD¶_µ8QMRMQHPD¶,QGLVWLQFWLRQ
the line of thought in the Pjevanija version is barely disrupted by the decasyllable. The 
sentence progresses without interruption from one line to another and encompasses several 
verses. This characteristic is commonly found throughout the song. For example, the lines 1-4 
and 5-7 in the Pjevanija version can be read as two separate sentences: 
µ1DWLVXüXLVHGPHVWRWLQH 
GHYHGHVHWLãHVWHJRGLQH 
0DKPXWYH]LUVRYMHWXþLQLR 
u bijelu Skadru na Bojanu.  
Svu gospodu tursku izabranu 
na divan je bio sakupio, 
SDLP¶YDNR0DKPXWJRYRULR¶. 
Even though the expression is separated into decasyllable verse with the tendency 
towards rhymed couplets, opening lines basically convey two complete sentences. .DUDGåLü¶V
version, however, typically displays a series of repetitions and retardations characteristic for 
the oral performance, such as LQ WKH OLQHV   DQG  µ0DKPXW YH]LU YLMHü XþLQLR >@ _ 1D
YLMHüX YH]LU VDNXSLR >@ _ .DGD LK MH YH]LU VDNXSLR¶ 7Kese verses are very similar and 
essentially reformulate the same idea. Such repetitions are clear signs of the composition in 
performance, providing the singer with a kind of short rests or retardations that enable him or 
her to proceed further. A number of similar examples, found throughout .DUDGåLü¶VYHUVLRQ, 
testify to the partial transformation of nontraditional elements in the manner of traditional oral 
song. 
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Finally, the aforementioned verses also illustrate the decreasing number of rhymed 
verses in .DUDGåLü¶VYHUVLRQ FRPSDUHGZLWKWKHRQHIURP6LPD0LOXWLQRYLü7KHYHUVHVIURP
the Pjevanija version show a tendency towards consistent rhyme: aabccbb. Out of seven 
rhymed verses, the verses 3, 6 and 7 have corresponding participle endings, which is a quite 
common form of rhyming in traditional songs. Verses 1-2 and 4-5, however, contain rhymed 
couplets of nouns, with full rhyme that encompasses several syllables. In the corresponding 
verses from .DUDGåLü¶VYHUVLRQ, we find only the rhyming of participle endings: Mahmut vezir 
YLMHü¶XþLQLR>@_1DYLMHüXYH]LUVDNXSLR>@_.DGDLKMHYH]LUVDNXSLR_-RãMHYDNRQMLPD
JRYRULR¶7KLVis typical IRUWKHWZRVRQJVLQJHQHUDOĈXUR0LOXWLQRYLü&Unogorac behaves as 
traditional oral singer and avoids FRQVHFXWLYHUK\PHGFRXSOHWV&RQVHTXHQWO\ LQ.DUDGåLü¶V
version corresponding rhymed verses from the Pjevanija version are absent or have different 
word order and grammatical person. Several typical cases are listed: 
&UQRJRUFLPRMDEUDüRGUDJD   &UQRJRUFLPRMDEUDüRGUDJD   
Nuto nama nenadnoga vraga!   Evo nas je knjiga dopanula. 
Evo me je knjiga dopanula.   [...] 
[...]       
Crnu goru i Primorje ravno,   Crnu goru i Primorje ravno 
.DNRQRVPRåXÿHOL odavno.   .RMHQRVPRRGDYQDåXÿHOL 
[...]      [...] 
Ali evo moje rane ljute,    Nego evo moje rane ljute 
%UÿDQLPL]DWYRULãHSXWH   %UÿDQLPLSXWH]DWYRULãH 
    (Pjevanija version)                                            .DUDGåLü¶VYHUVLRQ 
Frequent rhyming in the Pjevanija version offers another argument in support of its 
literary origin. This claim LV EHVW H[HPSOLILHG LI ZH FRPSDUH .DUDGåLü¶V DQG 0LOXWLQRYLü¶V
version with traditional songs from the collection. For example, I mentioned earlier that in 
3RGUXJRYLü¶VVRQJµ3RS&UQRJRUDFL9XN.RSULYLFD¶ as many as 24 out of 170 verses show 
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certain form of rhyming. However, it is mostly limited to participle and verb endings; in 
addition, several cases of a leonine rhyme, as well as the only two properly rhymed couplets 
IRXQGLQ3RGUXJRYLü¶VVRQJDOOVKRZHGVWURQJIRUPXODLFFKDUDFWHU7KHFRPSDULVRQEHWZHHQ
µ3HURYLü%DWULü¶ DVDVRQJWKDW.DUDGåLüDOVRZURWHGRZQIURPĈXUR0LOXWLQRYLüLVHYHQPRUH
insightful. All the verses that could be said to have some form of intentional rhyme are 
VXERUGLQDWHGWRWKHVDPHVW\OLVWLFUXOHVGHVFULEHGLQ3RGUXJRYLü¶VVRQJ7KHUHDUHIRXUFDVHV
RIOHRQLQHUK\PHDOO OLPLWHGWRIRUPXODLFYHUVHVµ'DMHYLODQDYLãHELELOD¶µ=HPOMLSDGH
SXãFLRJDQMGDGH¶µ3RVUHGSDVDXNLGHJDVJODVD¶DQGµ7RL]XVWLDGXãXLVSXVWL¶2WKHUIRUPV
of rhyming are rare. One is found in the noun endings in a couplet: SHULãWDQHÿHUGDQH, and 
WZR DUH OLPLWHG WR OLVWLQJV DQG UHSHWLWLRQV µYLMHQFH L RERFH¶ $V LQ 3RGUXJRYLü¶V VRQJ
properly rh\PHG FRXSOHWV DUH H[FHSWLRQDOO\ UDUH ĈXUR 0LOXWLQRYLü XVHV D VLQJOH RQH LQ
FOHDUO\ IRUPXODLF FRQFOXGLQJ YHUVHV µ%RJ PX GDR X UDMX QDVHOMH _ $ RVWDOLP ]GUDYOMH L
YHVHOMH¶)LQDOO\HYHQLIZHWDNHLQWRFRQVLGHUDWLRQWKHFRXSOHWVZLWKUHSHWLWLRQuvatio / uvatio 
and (possibly unintentional) parallelisms like poznade/Osmane and risovinom/zlatom, the 
total number of rhymed verses would comprise only 16 out of 140 verses. To sum up, 
DOWKRXJK 3RGUXJRYLü DSSHDUV WR XVH UKyme more frequently thaQ ĈXUR 0LOXWLQRYLü LQ ERWK
traditional songs it has a very limited range and is strictly subjected to traditional diction and 
style. 
7KHVRQJVDERXWWKHEDWWOHDJDLQVW0HKPHW3DVKDSXEOLVKHGLQ6LPD0LOXWLQRYLü¶VDQG
.DUDGåLü¶V FROOHFWLRQV KRZHYHU FRQWDLQ an exceptionally high number of rhymed verses. 
What is more, the Pjevanija version contains whole chains of such verses. In addition to the 
mentioned septet at the beginning, most prominent examples are the verses 9-14, 27-30, 37-
40, 90-94, 97-101, 148-51, 184-89, 211-15 and the concluding octet with four rhymed 
couplets. In total, at least 85 out of 256 verses in the Pjevanija version are rhymed, and many 
of them contain proper rhyme. In .DUDGåLü¶VYHUVLRQ the total number of rhymed verses is also 
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exceptionally high ± approximately 57 out of 293 verses, but still much lower in comparison 
to the Pjevanija version. In other words, while in the Pjevanija version one third of the verses 
are rhymed, in .DUDGåLü¶VYHUVLRQ that number decreases to around one fifth of all the verses. 
Most often, rhymed verses in .DUDGåLü¶V YHUVLRQ are couplets with the corresponding 
participle or verb endings ± DVPXFKDV.DUDGåLü¶VVLQJHUDOVRWHQGVWRXVHUK\me in the 
FDVHVZKHUHLWVKRZVIRUPXODLFFKDUDFWHUOLNHWKHOHRQLQHUK\PHLQWKHYHUVHVµ9U¶MHPHGRÿH
XGDULW¶VHKRüH¶.XOXJOLMHLPODGHGHOLMH_+D]QDGDULSDãHVLOLNWDUL¶RUZLWKWKHJHRJUDSKLF
topoiµ.UDM=ODWice YLãH3RGJRUice¶µ2G3UL]Uena i oG9XþLWrna | Od Sjenice i od Mitrovice, | I 
OLMHSHãHKHUĈDNovice¶. Consecutive series of rhymed verses are especially rare. The Pjevanija 
version thus contains three rhymed quatrains, four quintets, a sextet, an opening septet and a 
concluding octet, whereas .DUDGåLü¶V YHUVLRQ has a single quartet. Nevertheless, even 
.DUDGåLü¶V YHUVLRQ only partially succeeds in absorbing the nontraditional elements and 
adapting them to traditional phraseology. Thus, it contains a number of verses with a proper 
rhyme: veliko/svekoliko, gospoduje/þXMH, Vuka/muka, vezira/bez obzira etc. Altogether, the 
total number of rhymed verses in general remains significantly higher than in genuine oral 
traditional songs, particularly when compared with other songs collected from Ðuro 
MiOXWLQRYLü. 
 
Examples of Literary Style in the Pjevanija version 
 
Finally, I will mention three salient examples of literary manner and style in the 
Pjevanija version. Since these features will prove to be especially incompatible with oral style 
and manner, they strongly speak in favour of essentially nonperfomative origin of his song. 
Firstly, some verses in the Pjevanija version appear to be more appropriate for literary 
style thaQIRURUDOVRQJV)RUH[DPSOHµ-HGQXVODüXSXW1RYVNHGUåDYH_'UXJDYRMVND valja 
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GD VH YUDWL _ , GD LGH SUHNR *RUH &UQH¶ RU µ7L VL WHãNH UDQH XGDULR _ VYDNRMHPX UHGRP
&UQRJRUFX¶,Q.DUDGåLü¶VYHUVLRQFRUUHVSRQGLQJOLQHVKDYHDPRUHWUDGLWLRQDOIRUPµ-HGQX
üHPRRSUDYLWLYRMVNX_'R1RYRJDJUDGDELMHORJD>@7UHüDYDOMDGDotide vojska, | Neka ide 
SUHNR JRUH &UQH¶ DQG µ7R VL VYDNRJ PODGD &UQRJRUFD _ 6YDNRJD VL X VUFH XG¶ULR¶ $V LW
appears, in certain occasions the poet of the Pjevanija version fails to provide an adequate 
traditional expression, or deliberately avoids repetitions and retardations and thus shows the 
knowledge of literary style. 
Secondly, the Pjevanija version contains one extreme violation of the traditional 
metrical laws. One of the rules of the South Slavonic decasyllable is that it is comprised of 
two half-verses with the caesura after the fourth syllable. The second line in the couplet: 
µ3UDKRORYRLGUXJX]DKLUX_1HNRERMXUDGLDQHPLUX¶KRZHYHUKDVDFDHVXUDQRWDIWHUWKH
fourth, but after the six syllable (Nek o boju radi | | a ne miru). Although this is an isolated 
case in the Pjevanija version, traditional rules are so severely violated that it alone might 
perhaps suffice to indicate its literary origin.439 In other words, such extreme reshaping of the 
deseterac to 6+4 syllable is by all accounts incompatible with the oral tradition and would 
certainly have been reformulated during live performance. In .DUDGåLü¶V YHUVLRQ we 
predictably find it adjusted to the metrical rules: µ%RMGDELMXRPLUXQHUDGH¶ 
Thirdly, despite the usage of traditional phraseology, certain verses in the Pjevanija 
version reveal what are essentially the perceptions of an educated poet. For example, in the 
description of the beginning of the battle, strong poetic individuality comes to the forefront: 
Nad njima se tmina ufatila 
DXWPLQXSXãNHVLMHYDMX 
                                                 
439
 7KLVSRLQWKRZHYHUQHHGVWREHWDNHQZLWKFHUWDLQFDXWLRQ1DPHO\IRONVRQJVSXEOLVKHGE\.DUDGåLüGRQRW
offer such examples of the violation of basic metrical patterns 2Q WKH RWKHU KDQG 3DUU\¶V DQG /RUG¶V ILHOG
research showed that traditional singers are not unerring and that during live performances they occasionally 
make metrical omissiRQV.DUDGåLü¶VPDQXVcripts also oIIHU VRPHH[DPSOHVRI VXFK µLQForUHFW¶QLQHRUHOHYHQ
V\OODEOH YHUVHV ZKLFK DUH REYLRXVO\ D UHVXOW RI WKH VLQJHU¶V µVOLS¶ DQG ZHUH FRUUHFWHG E\ WKH HGLWRU LQ WKH
SXEOLVKHGFROOHFWLRQV+RZHYHUHYHQWKHVHµVOLSV¶DUHOLPLWHGWRWKHVLQJHU¶VPLVFDOFXODWLRQRIWKHOHQgth of the 
second half-verse or, rarely, to his or her XVDJHRIWKHµUHGXQGDQW¶RQH-syllable word at the beginning of the first 
half-line. 
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ne bi reka, mio pobratime, 
da je ono bojak ognjeviti, 
nego sudnji danak strahoviti. 
This image appears as too complex and too clearly marked by the individual literary 
style to be identified with oral traditional style. It is written in the literary manner and its 
direct origin in religious literature could perhaps be pursued further. Darkness falling on the 
village during the peak of the battle is a common literary motif that indicates the fatality and 
metaphysical importance of described events, such as the death of Christ. In addition, the fire 
from the guns is described as the only light in the dark, and further compared to the lightning 
in the skies. Ending couplet makes the comparison explicit ± the poet says that it appears as if 
this is not a battle but the Judgment Day itself. Of course, the description of the fatality of the 
battle is not foreign to Serbian oral tradition, in particular to the songs about the battle of 
Kosovo, but it is certainly not expressed in such elaborate form. In accordance with the 
previous suggestions about the transformation or exclusion of nontraditional elements in 
.DUDGåLü¶VYHUVLRQ, none of these verses is found in it. 
Of course, the author of the Pjevanija version is equally well versed in oral traditional 
style, and uses a number of formulaic expressions such as four-syllable and six-syllable fixed 
HSLWKHWVµELMHODJUDGD¶µUDQHOMXWH¶µNULODWLRUORYL¶µELMHOHþDGRUH¶HWF,QDGGLWLRQWKHZKROH
sections of the song appear to be entirely traditional and fully accessible to the traditional 
singer, like the lines 30-40 or 154-74. These verses are typically found in almost exact form in 
.DUDGåLü¶VYHUVLRQ: 
i ognjene vjetre obratiti     'DSXãWLPRRJQMHQHYMHWURYH 
1D3LSHUHL%MHORSDYOLüH   1D3LSHUHL%MHORSDYOLüH 
3RURELüXPDORLYHOLNR    Porobimo malo i veliko, 
$VDåHüLRJQMHPVYHNROLNR   Izgorimo ognjem svekoliko  
[...]      [...] 
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(PDãWRMHYODGLþLQDYRMVND   $PDãWRMHYRMVNDNRGYODGLNH 
To su mrki od planine vuci,   To su mrki od planine vuci; 
âWRSUHGYRMVNRPMHVXþHORYRÿH  âWRO¶SUHGYRMVNRPMHVXþHORYRÿH 
To su, pobro, krilati orlovi;   To bijahu krilati orlovi; 
âWRO¶XYRMVNXMHVXEDUMDNWDUL   âWROLPRPþDGPODGLEDUMDNWDUL 
To bijahu sivi sokolovi.     To bijahu sivi sokolovi. 
(Pjevanija version)                            .DUDGåLü¶VYHUVLRQ 
All this shows that .DUDGåLü¶V VRQJ compared with the Pjevanija version contains 
strong tendency of reproducing those verses that appear as traditional and excluding or 
transforming literary characteristic in general. To sum up, the evidence presented in previous 
analysis strongly suggests that the Pjevanija version is essentially a literary epic song, i.e. a 
poetic composition written in the manner and style of traditional epic songs, while .DUDGåLü¶V
version contains much more traditional elements. 
 
&RPSDULVRQRI.DUDGåLü¶Vµ2SHW&UQRJRUFLL0DKPXW-SDãD¶ ZLWK6LPD0LOXWLQRYLü¶V 
µ1D.UXVH¶ 
 
In the following section, I will briefly compare the characteristics of µ2SHW&UQRJRUFLL
Mahmut-SDãD¶, WKHVHFRQGVRQJDERXWWKHEDWWOHDJDLQVW0HKPHW3DVKDIURP.DUDGåLü¶VWKLUG 
book of Narodne srpske pjesme, ZLWK µ1D .UXVH¶ SXEOLVKHG E\ 6LPD 0LOXWLQRYLü LQ KLV
second Pjevanija in 1837.440 The comparison will show that the textual analysis of the two 
songs fully complies with the previous findings. Namely, both versions contain verses found 
LQ %LVKRS 3HWDU¶V OLWHUDU\ HSLF VRQJ 3RXþHQMH X VWLKRYLPD, and show a high proportion of 
literary features such as frequent rhyming and properly rhymed couplets. Nonetheless, in the 
song from .DUDGåLü¶VFROOHFWLRQWKHVHQRQWUDGLWLRQDOHOHPHQWVare often partially transformed 
                                                 
440
 See: KaradåLüSrpske narodne pjesme IV, pp. 73-0LOXWLQRYLüPjevanija, pp. 704-09. 
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into verses of traditional spirit and thus appear more traditional than in the version from 
0LOXWLQRYLü¶VPjevanija. 
Frequent rhyming in both versions presents a clear indicator of their literary influence. 
In µ1D.UXVH¶, as much as 159 out of total 256 verses, or nearly two thirds, are rhymed. This 
proportion remains the same if we exclude from consideration the last four verses that are 
probably Sima MilutinovLü¶V FRQWULEXWLRQ )XUWKHUPRUH FDVHV RI OHRQLQH RU LQWHUQDO UK\PH
which was previously described as typically oral-formulaic in nature, are found in 19 verses in 
total. In addition, fully rhymed couplets, such as vladiku/preveliku, KRGLãHELãH, 
novacah/trgovacah, blago/drago etc., are more frequent than rhymed participle or verb 
endings such as izgubio/ostavio, XþLQLR/prepanuo, VDVWDYLWLGRþHNDWL etc. More precisely, there 
are at least thirty fully rhymed couplets in the song, compared with approximately twenty-
IRXU FRXSOHWV ZLWK UK\PHG SDUWLFLSOH DQG YHUE HQGLQJV )LQDOO\ µ1D .UXVH¶ contains many 
instances of parallel rhyme, such as in the lines 10-15, 24-31, 45-48, 50-53, 60-67, 80-83, 85-
90, 91-96, 108-16, 118-32, 134-41, 151-56, 186-90, 224-31, 233-41. Especially notable in this 
respect are the verses 108-41, where 32 out of 34 consecutive verses are rhymed, and 224-41, 
ZKHUHRQO\RQHRXWRIFRQVHFXWLYHYHUVHVLVQRWUK\PHG7RVXPXSµ1D.UXVH¶shows an 
abundance of rhymed verses in general and of fully rhymed couplets in particular, and 
contains a number of sequences with four or more rhymed verses. 
In the song µ2SHW&UQRJRUFLL0DKPXW-SDãD¶ IURP.DUDGåLü¶VFROOHFWLRQRXWRI
verses in total are rhymed, thus making up approximately one third of the song. The overall 
number of rhymed verses is, thus, much higher than in the aforementioned oral traditional 
HSLFVRQJVµ3RS&UQRJRUDFL9XN.RSULYLFD¶ DQGµâHKRYLü2VPDQ¶, where it stands at around 
fifteen percent. However, it is still significantly lower than in the Pjevanija version, and 
GHFUHDVHV IURP QHDUO\ WZR WKLUGV WR RQH WKLUG RI DOO WKH YHUVHV ,Q RWKHU ZRUGV .DUDGåLü¶s 
version contains twice as many rhymed verses as in the mentioned oral traditional songs, but 
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still only half of the totaO QXPEHU RI UK\PHG YHUVHV LQ WKH YHUVLRQ IURP 0LOXWLQRYLü¶V
Pjevanija. There are other pointing differences between the types of rhyming applied in the 
WZR VRQJV 3URSHUO\ UK\PHG YHUVHV ZLWK IXOO UK\PH DUH H[FHSWLRQDOO\ UDUH LQ .DUDGåLü¶V
version, and are found only in the verses Vuka/muka (99-100), rabota/sramota (104-05) and 
daju/staju (125-26), with the last example containing the repetition of the last four syllables in 
the next half-YHUVH WRPDNHD OHRQLQH UK\PH ,QRWKHUZRUGVZKLOH µ1D.UXVH¶contains as 
many as thirty properly rhymed couplets, µ2SHW&UQRJRUFLL0DKPXW-SDãD¶ contains only two 
or three such cases. Consequently, the rhyme in µ2SHW&UQRJRUFL L0DKPXW-SDãD¶ is mostly 
limited to parallelisms between participle or verb endings (nineteen verses in total) and 
leonine or internal rhyme (fifteen verses). These characteristics clearly show the more oral 
WUDGLWLRQDOFKDUDFWHURI.DUDGåLü¶VYHUVLRQ; as discussed earlier, properly rhymed couplets are 
not frequently found in oral traditional songs, whereas rhymed participle endings and internal 
rhyme are quite common. Finally, while µ1D.UXVH¶contains a whole series of sextets, octets, 
RQH QRQHW DQG HYHQ D FDVH RI ILIWHHQ FRQVHFXWLYH UK\PHG YHUVHV LQ µOpet Crnogorci i 
Mahmut-SDãD¶ only one septet, one sextet and two quatrains are found. Such prominent 
difference shows that µ1D.UXVH¶shows clear tendency towards consistently rhymed couplets, 
whereas WKHVLQJHURIµOpet Crnogorci i Mahmut-SDãD¶ uses them only occasionally. 
This feature can be exemplified by juxtaposing similar verses in both versions and 
comparing the amount and type of rhyme used by the singers. For example, the lines 14-16 
closely resemble the lines 7-11 from µ1D.UXVH¶: 
No se srdi na Petra vladiku    no srdi se na Petra vladiku, 
I na one mlade Crnogorce,    MHUHLPDåDORVWSUHYHOLNX 
.RMLV3HWURPX%UGDLGRãH    na junake mlade Crnogorce 
       NRMLV3HWURPX%UGDKRGLãH 
       7HVHERMDMXQDþNRJDELãH 
(µOpet Crnogorci i Mahmut-paãa¶)            (µNa Kruse¶) 
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µ1D .UXVH¶ contains two rhymed couplets separated by a single non-rhymed verse. 
.DUDGåLü¶VVLQJHUKRZHYHUXVHVRQO\WKHILUVWYHUVHIRXQGLQWKHFRXSOHWVIURPµ1D.UXVH¶, 
which results in the form of a three non-rhymed verse unit. 
Another characteristic example of the difference in rhyming in the two versions could 
be made between the lines 21-27 from µ2SHW&UQRJRUFLL0DKPXW-SDãD¶ and 23-31 from µ1D
.UXVH¶: 
µ.RüHPRMXVLOXSULGRELWL    µ.RüHPRMXVLOX]DGRELWL" 
'RNOHPLMHXüHVXQRYDFD    'RNOHLPDPXüHVXQRYDFDK 
A u Crnu goru izdajnika,    a u Crnu Goru trgovacah 
 Koji su mi lakomi na blago:    kojizi su lakomi na blago, 
3URGDüHPLORPQXJRUX&UQX                XþLQLüXãWRMHPHQHGUDJR 
Crnu goru i primorje ravno    RQLüHPLSURGDW&UQRJRUFH 
Do bijela grada Dubrovnika;¶    SRKDUDüXUHGRPL3ULPRUFH 
       Do bijela grada Dubrovnika. 
       âWRüHPHQHXþLQMHWYODGLND"¶ 
 µOpet Crnogorci i Mahmut-SDãD¶)    µ1D.UXVH¶ 
Again, we can see the absence of the second couplet and, consequently, the absence of 
rhyme DQG WKH RYHUDOO IHZHU QXPEHU RI YHUVHV LQ .DUDGåLü¶V YHUVLRQ Another way that 
.DUDGåLü¶VVLQJHUXVHVWRsuppress the rhyme is by using the non-rhymed word in cases where 
we find a rhymed one in the Pjevanija version. Thus, while in Pjevanija version we find a 
couplet with rhymed ending words novacah/trgovacah LQ.DUDGåLü¶VYHUVLRQHQGLQJZRUGV
novaca/izdajnika do not rhyme. 
Finally, the difference in the approach of the two singers can be seen by comparing 
their verses with the corresponding lines from BiVKRS 3HWDU¶V OLWHUDU\ HSLF VRQJV 1DPHO\
ERWKVRQJVFRQWDLQWKHVDPHRUVLPLODUYHUVHVWRWKRVHIURPµ3RXþHQMHXVWLKRYLPD¶ written by 
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%LVKRS3HWDUDQGILUVWSXEOLVKHGLQ6LPD0LOXWLQRYLü¶VVKRUWFROOHFWLRQZorica in Leipzig in 
1826: 
Je lLEUDWHUDQHåHVWRþLMH0RJXO¶ELWLUDQHåHVWRþLMH -HOLNDNDUDQDåHVWRþLMD%LWPRåHOLUDQHåHVWRþLMH 
No strijela srce kad probije?   No kad udri nebeska strijela,    1RVWULMHODNDGXG¶ULXVUFH"1RVWULMHODNDGVUFHXGULMH" 
A ni ona nije tako jaka,          7HXVWU¶MHOi golema junaka ?      A ni ona nije tako jaka,          A ni ona nije tako jaka   
Da razbije srce u junaka,        Nije tako jaka ni strijela,                         Da razbije srce u junaka, 
Ni ostala nikakva rabota,        Da raãþXSDVUFHXMXQDND Ni nikakva ostala rabota,       Ni ostala ikakva rabota 
Kao takvi ukor i sramota.       Kao taki ukor i sramota          Kao takvi ukor i sramota.     Ka i takvi ukor i sramota 
µ3RXþHQMHXVWLKRYLPD¶µ%RM&UQRJRUDFDV0DKPXW-SDãRP¶µ2SHW&UQRJRUFLV0DKPXW-SDãD¶µ1D.UXVH¶ 
Aparently, the verses from µ1D.UXVH¶are an almost exact reproduction of the verses from 
%LVKRS 3HWDU¶V ¶3RXþHQMH X VWLKRYLPD¶, and maintain the structure of three consecutive 
rhymed couplets. In distLQFWLRQ .DUDGåLü¶V version contains only the rhyming in the third 
couplet, whereas the first two are either reformulated or excluded. 
Finally, the unusual phraseology used in the song offers another persuasive piece of 
evidence of its literary style and manner, revealing an educated author with the knowledge of 
the Slavonic-Serbian tradition. For example, one of such distinctive phraseological units in 
the aforementioned quotation is the unusual half-YHUVH µUDQH åHVWRþLMH¶ IRXQG LQ %LVKRS
3HWDU¶V SRHP. WhLOH RWKHU H[SUHVVLRQV XVHG LQ WKHVH VRQJV VXFK DV µUDQH OMXWH¶ DQG µWHãNH
UDQH¶ɚUɟYHU\FRPPRQLQ6RXWK6ODYRQLFRUDOVRQJVWKHZRUGµåHVWRþLMH¶LVIRXQGQRZKHUH
in the entire tradition except in these two songs, where it is obviously used for the purpose of 
rhyming. In addition, as far as the mentioned passage is concerned, it is equally telling that the 
ZRUGµUDERWD¶ LVDOVRH[FHSWLRQDOO\ UDUHDQGDSDUW IURPWKHVHVRQJV LWFDQEHIRXQGRQO\ LQ
several others documented also at Cetinje from Todor Ikov Piper some years later. 
It is instructive to make a further differentiation between the versions with regard to 
their traditionality. Namely, the versions from Pjevanija contain much more of these 
distinctively nontraditional expressions. Thus, in additioQ WR µåHVWRþLMH¶ DQG µUDERWD¶ DV WKH
H[SUHVVLRQV IRXQG LQ ERWK VRQJV WKH WHUPV VXFK DV µSRPRMFX¶ µJUDEHåOMLYH¶ µRSRãWLãH¶ RU
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µJURåQLFX¶IRXQGLQRWKHUVRQJVH[FOXVLYHO\LQWKHIRUPµJUR]QLFD¶DOODUHH[FOXVLYHWR µ1D
.UXVH¶and have no parallels in nHLWKHU.DUDGåLü¶VYHUVLRQVQRURWKHUIRONVRQJV0RUHRYHU
they all have a more archaic form and sound Slavonic-6HUELDQ DQG UHYHDO WKH VLQJHU¶V
familiarity with Orthodox Church tradition. Another case that perhaps falls into this category 
is the expressioQµ-RãYDVPROLP¶ZKLOH LQRWKHU6RXWK6ODYRQLFVRQJV LWKDV WKHIRUPµ0D
YDVPROLP¶µ$O¶YDVPROLP¶RUµ9HüYDVPROLP¶WKHDSSURSULDWLRQRIWKHGLVWLQFWLYHDGMHFWLYH
in µ1D.UXVH¶ UHVHPEOHVWKHSKUDVHµ-RãVHPROLPR¶UHSHDWHGO\XVHGGXULQJ2UWKRGR[OLturgy. 
Moreover, µ1D.UXVH¶DOVRFRQWDLQVDSKUDVHµURGDVORYLQVNRJD¶ZKLFKLVDOVRH[FHSWLRQDOO\
rare in other songs and has a dialectical form characteristic of the literary tradition of 
Dubrovnik and the Adriatic Coast. In short, both the number and the character of these 
distinctive and nontraditional terms found in the two songs from Pjevanija strongly suggest an 
educated author familiar with both Church Slavonic and Coastal literary tradition. 
In summarizing the discussion so far, the two songs about the 1796 battles from 
Pjevanija contain a number of literary characteristics. This strongly suggests that they were 
not originally oral traditional songs but composed by a literate author in written form. 
Furthermore, such exceptionally high number of literary features indicates that they were not 
included in the collection from oral performance but from a previously written text. As a 
distinctive combination of oral and literary features, the two songs from KaradåLü¶VFROOHFWLRQ
were described as transitional texts. As it appears, they originated from nontraditional songs, 
but show more of the traditional characteristics; even though they still contain recognizable 
nontraditional features such as frequent rhyming or unusual perspective and phraseology, they 
are closer to the oral traditional style, phraseology and outlook. These oral features, it was 
DUJXHG ZHUH LQWURGXFHG ZKHQ .DUDGåLü¶V VLQJHU SHUIRUPHG RUDOO\ WKHVH RULJLQDOO\
nontraditional songs and adapted them to some extent to oral manner and style. 
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Bishop Petar I and the Montenegrin Oral Tradition  
 
,Q WKH UHPDLQGHU RI WKLV FKDSWHU , ZLOO H[DPLQH WKH TXHVWLRQ RI %LVKRS 3HWDU¶V
authorship over these songs in the context of his overall impact on Montenegrin oral tradition 
and its textual representation. , ZLOO VXPPDUL]H WKH LQIRUPDWLRQ DERXW %LVKRS 3HWDU¶V
influence, such as comments and remarks made by early collectors and their contemporaries 
and later philological and stylistic analyses of certain songs with apparent nontraditional 
characteristics. As I will argue, it is certain that the songs promoting the role of Bishop Petar 
DQG RWKHU 3HWURYLüs in the Montenegrin struggle against the Turks were composed in and 
SURPRWHGIURP&HWLQMHGXULQJ%LVKRS3HWDU¶V rule, and the Bishop apparently wrote some of 
them himself. Furthermore, there are strong arguments supporting the claim that he also wrote 
the two songs about the 1796 battles. After examining various contextual evidences, I will 
argue that he certainly LQIOXHQFHG WKH WZR VRQJV IURP .DUDGåLü¶V FROOHFWLRQ DQG HSLF
representation of the 1796 battles in general, but that his actual authorship over them cannot 
be positively determined. Namely, since the Bishop never published any songs under his 
name and no autographs were preserved, this discussion is essentially based on circumstantial 
evidence and textual parallelisms and therefore remains to some extent a matter of 
speculation. 
7KHILUVWVHWRIHYLGHQFHVDERXW%LVKRS3HWDU¶VDXWKRUVKLSRYHUVRPHVRQJVSXEOished 
as oral folk songs comes from the early collectors themselves. Even though both KaradåLüDQG
6LPD0LOXWLQRYLüLQFOXGHGWKHVHVRQJVLQWKHLUFROOHFWLRQVRIIRONVRQJVLQVHYHUDOLQVWDQFHV
they directly or indirectly attributed some of them to the Bishop.  
9XN .DUDGåLü PHQWLRQHG %LVKRS 3HWDU¶V VRQJV RQ WKUHH occasions. Firstly, as I 
discussed earlierKHPDGHDFRPPHQWLQWKHFROOHFWLRQDQGH[SUHVVHGKLVILUPEHOLHIµMD
]DFHORPLVOLP¶LQWKH%LVKRS¶VDXWKRUVKLSRIWKHVRQJVDERXWWKHEDWWOHV.DUDGåLüDOVR
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DGGHG µ8 SUHGJRYRUX MD PLVOLP R RYRPH JRYRULWL YLãH¶ EXW GLG QRW IXOILOO his promise to 
provide more information on this matter; writing this introduction later that year, he said that 
KLVKHDOWKGLVDEOHGKLPWRVD\PRUHµRSMHVPDPDNRMHMHVDVWDYOMDRLSLVDR&UQRJRUVNLYODGLND
3HWDU ,¶441  )LQDOO\ %DQDãHYLü GUHZ DWWHQWLRQ WR WKH FRPPHQW WKDW .DUDGåLü PDGH RQ KLV
unpublished manuscript containing six Montenegrin songs (see picture 5).  
 
 
        Picture 5 ± .DUDGåLü¶VQRWHRQKLVFRS\RIWKHPDQXVFULSWZLWKVL[0RQWHQHJULQVRQJV 
 
The note reads: 
Pjesne koje je gradio Crnogorski vladika Petar Prvi, a meni ih je napisane donio iz Crne Gore 
JRGLQHLX.UDJXMHYFXSUHGDR3HWDU0DUNRYLü2YR]DWRELOMHåLPGDVH]QDGDMHRQRãWR
VX RYH SMHVPH X SMHYDQLML 6LPH 0LOXWLQRYLüD L X RJOHGDOX GUXNþLMH GRGDYDR 6LPR
0LOXWLQRYLü442 
                                                 
441
 .DUDGåLüSrpske narodne pjesme IV, p. 17. 
442
 =XNRYLüPogovor, p. 468. 
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In suppRUWWR.DUDGåLü¶VFODLPWKDWWKHVHVRQJVZHUHPDGHE\%LVKRS3HWDUZHFRXOG
VD\WKDWWKH\ZHUHLQGHHGSXEOLVKHGE\6LPD0LOXWLQRYLüDQG1MHJRãLQWKHLUFROOHFWLRQV%oth 
FROOHFWRUVKDGFORVHUHODWLRQVZLWK%LVKRS3HWDU0LOXWLQRYLüDVKLVVHFUHWDU\DWWKH time that 
.DUDGåLüUHFHLYHGWKHPDQXVFULSWDQG1MHJRãDVWKH%LVKRS¶VUHODWLYHDQGKHLU0RUHRYHUWKH
RULJLQDO PDQXVFULSW ZLWK VL[ 0RQWHQHJULQ VRQJV FRQWDLQV DQ LQVFULSWLRQ µQX SRVOXãDM GUDJL
SREUDWLPH ãWR VXPXGUL OMXGL XSLVDOL¶ VHHSLFWXUH /MXERPLU=XNRYLü LGHQWLILHG LW DV WKH
KDQGZULWLQJRI6LPD0LOXWLQRYLüDQGP\LQYHVWLJDWLRQRIWKLVPDQXVFULSWFRPSOLHVZLWKWKLV
attribution.443 The songs themselves were written in the old orthography and in different 
handwriting, distinct from the one of MilutLQRYLüDQGIRUWKDWPDWWHURI%LVKRS3HWDUDQGLW
LV OLNHO\ WKDW WKH\ ZHUH WUDQVFULEHG DW &HWLQMH EHIRUH 0LOXWLQRYLü¶V DUULYDO WR 0RQWHQHJUR
However, without further analyses, it is hard to date these songs with more precision. 
Nevertheless, this inscription additionally links the manuscript to the Bishop, since it is the 
TXRWDWLRQRIWKHRSHQLQJYHUVHVRIKLVGLGDFWLFHSLFSRHPµ3RXþHQMHXVWLKRYLPD¶ 
 
                                                 
443
 =XNRYLü9XNRYLSHYDþLL]&UQH*RUH, p. 168. 
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          Picture 6 ± The front page of the original manuscript with six Montenegrin songs 
 
In short, it is telling that until 1862 .DUDGåLü PDGH QR FRPPHQWV DERXW WKH
nontraditional origin of the two songs about the battles against Mehmet Pasha that he 
collected already in the early 1820s. In addition, while he was certain that the Bishop wrote 
some soQJV µR SHVPDPD NRMH MH JUDGLR¶ DQG DWWULEXWHG WR KLP VL[ PDQXVFULSW VRQJV IURP
µ3MHVQHNRMHMHJUDGLR&UQRJRUVNLYODGLND3HWDU3UYL¶KHLVPRUHFDXWLRXVZLWKUHJDUG
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WR WKH WZR VRQJV DERXW  EDWWOHV µMD ]D FLMHOR PLVOLP¶ ,W WKXV VHHPV SODXVLble that 
.DUDGåLüKDGILUPHYLGHQFHDERXWWKH%LVKRS¶VDXWKRUVKLSRYHUVL[PDQXVFULSWVVRQJVZKLFK
has not been recorded in his correspondence. Finally, their apparent similarities with the two 
songs about the 1796 battles, as well as their later publicatLRQE\0LOXWLQRYLüDQG1MHJRãDOO
prompted him to express his firm belief that they were originally composed by Bishop Petar 
as well, and their versiRQVSXEOLVKHGLQ0LOXWLQRYLü¶VPjevanija seem to support his claims. 
6LPD 0LOXWLQRYLü¶V FROOHFWLRQV DQG SXblications offer more, but also mostly 
FLUFXPVWDQWLDO HYLGHQFH RI %LVKRS 3HWDU¶V SRHWLF RSXV )LUVWO\ IRXU RXW RI VL[ VRQJV IURP
.DUDGåLü¶VPDQXVFULSWDOVRDSSHDUHGLQ0LOXWLQRYLü¶V Istorija Crne Gore in 1835. Although 
0LOXWLQRYLüGHVFULEHGDOOWKHVRQJV published there as folk songs, he implicitly acknowledged 
Petar I as their author. Namely, in the Introduction, he provided the following information 
about the book: µ1DVWDODMHQDRVQRYXXVPHQRJND]LYDQMDQHNLKVWDULK&UQRJRUDFDDRVRELWR
od gorepomenutog bogougodnog pokojnika [Petar I - A.P.] samo vjerno primljena i na papir 
VWDYOMHQD¶444 In the Conclusion he even more explicitly praised Bishop 3HWDUDVµ5XNRYRGLRFD
]D LVWRULMX &UQH *RUH¶445 ,Q DGGLWLRQ 0LOXWLQRYLü H[SOLFLWO\ DWWULEXWHG WKH VRQJ µSopernik 
%XãDWOLMH¶IURPKLVPjevanija to the Bishop. Namely, in the manuscript of the collection 
KH OHIW WKH UHPDUN µYODGLNRP VSMHYDQD¶ LQ WKH VXEWLWOH RI WKH VRQJ VHH SLFWXUH 446 In the 
SXEOLVKHG FROOHFWLRQ KRZHYHU 0LOXWLQRYLü OHIW RXW WKLV LQIRUPDWLRQ, which is another 
indicator that this song did not emerge from local oral tradition. Namely, this was quite 
DW\SLFDO IRU 0LOXWLQRYLü VLQFH RXW RI  VRQJV LQ WKH ZKROH FROOHFWLRQ RQO\ WZHQW\-one 
UHPDLQHG XQDWWULEXWHG ,Q DGGLWLRQ %DQDãHYLü¶V DIRUHPHQWLoned analysis already indicated 
certain nontraditional elements in some of these songs, such as frequent rhyming, unusual 
SKUDVHRORJ\DQGRXWORRNHPSKDVLVRQUHOLJLRXVPDWWHUVDQGWKHSURPLQHQWUROHRIWKH3HWURYLü 
family in the plot. Hence, even before tKLV LQVFULSWLRQ ZDV QRWLFHG %DQDãHYLü KDG DOUHDG\
                                                 
444
 MilutinoviüIstorija Crne Gore, Cetinje: Svetigora, 1997, p. 9. 
445
 Ibid., p. 126. 
446
 6HH1HGLü5XNRSLV0LOXWLQRYLüHYH3MHYDQLMH, p. 242. 
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suggested Bishop Petar as the author of the songs about Mehmet Pasha in Pjevanija. Also, 
1HGLüIRXQGRQHRIWKHVHVRQJVIURP Istorija Crne Gore in the same part of the manuscript 
WKDW FRQWDLQHG µ6RSHUQLN %XãDWOLMH¶ KH WKXV LGHQWLILHG WKHP DV WKH HDUOLHVW VRQJV FROOHFWHG
VKRUWO\XSRQ6LPD0LOXWLQRYLü¶VDUULYDODW&HWLQMHDQGFRUUHVSRQGLQJO\VXJJHVWHG WKDW WKH\
ZHUH DOO %LVKRS 3HWDU¶V VRQJV 6XFK DQ H[SODQDWLRQ FRPSOLHV ZLWK ERWK WKH .DUDGåLü¶V
attribution DQG %DQDãHYLü¶V WH[WXDO DQDO\VLV RI WKH XQDWWULEXWHG VRQJV IURP 0LOXWLQRYLü¶V
Pjevanija. 
 
 
  Picture 7 ± 7KHVRQJIURP0LOXWLQRYLü¶VPDQXVFULSWZLWKWKHLQVFULSWLRQµYODGLNRPVSMHYDQD¶ 
 
Several indications by contemporaries enable us to attribute the sonJV µ3RXþHQMH X
VWLKRYLPD¶DQG µ3RKYDOD.DUDÿRUÿX¶ WR WKH%LVKRSZLWKPRUH FHUWDLQW\1DPHO\XQOLNH WKH
aforementioned pseudo-folk songs whose literary origin is a matter of dispute, these two are 
clearly literary didactic epic songs written by an educated author. In addition, available 
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evidence shows that they circulated in written form and offers little doubt that the Bishop was 
WKHLUDXWKRU$VKRUWHUYHUVLRQRIµ3RXþHQMHXVWLKRYLPD¶ILUVWDSSHDUHGLQ0LOXWLQRYLü¶VVKRUW
collection Nekolike pjesnice, stDUH QRYH SUHYHGHQH L VRþLQMHQH, published in Leipzig in 
1826.447 0LOXWLQRYLüPDUNHGWKLVDQGWKUHHRWKHUVRQJVDVµ&UQRJRUVNH¶DQGUHSRUWHGWKDWKLV
IULHQG7RPD0LOXWLQRYLü0RULQMDQLQJDYHKLPWKHVRQJVEXWµQLMHXPLRLOLXWDMDRND]DWLWNRLK
MHVRþLQLR¶.448 7ULIXQĈXNLüVXJJHVWHGWKDW0RULQMDQLQZKRZDVDPHUFKDQWIURPWKHED\RI
.RWRUFDPHLQWRSRVVHVVLRQRIWKHVRQJVGXULQJKLVVWD\DW&HWLQMHLQ,QDGGLWLRQĈXNLü
argued that Morinjanin was a friend and admirer of Bishop Petar and that he dedicated one of 
his manuscripts to him ĈXNLü WKHUHIRUH attributed the song to the Bishop.449 The complete 
text of the song was puEOLVKHGXQGHU%LVKRS3HWDU¶VQDPHLQSrpsko-dalmatinski magazin in 
E\WKH$UFKLPDQGULWH1LüLIRU'XþLüZKRUHVLGHGDW Cetinje at the time.450 'XþLü informs 
us that he UHFHLYHGWKLVµPXGURLSRERåQRSRXþHQMHNRMHMH%RåMLXJRGQLN6Y3HWDU,3HWURYLü
X VWLKRYHVYHR LQDSLVDR¶ IURPDQROGPRQN0LKDMOR IURP WKH3LSHUVND FHOOPRQDVWHU\DQG
adds that it is likely that further unpublished %LVKRS¶VVRQJVFRXOGEHIRXQGLQ0RQWHQHJUR451 
Being published more thaQ WKLUW\ \HDUV DIWHU %LVKRS 3HWDU¶V GHDWK WKLV DWWULEXWLRQ VHHPV
GXELRXV+RZHYHUDV LW LV WKHVDPHPRQN0LKDLORZKRZDVWKH%LVKRS¶VDVVRFLDWHDQGKDG
kept correspondence with him,452 it seems that at the time the old monk could indeed provide 
ERWKWKHWH[WDQGVXFKLQIRUPDWLRQDERXWWKH%LVKRS¶VFRPSRVLWLRQV,QDOHWWHUIURPIRU
example, the monk Mihailo describes how he distributed the news and messages from the 
Bishop to the lRFDOSRSXODWLRQ µ2GLOL VPRSRYDãRM ]DSRYMHGLX5RYFD L X0RUDþX L QRVLOL
NQMLJHLRNXSLãHVH*RUQMHL'RQMH0RUDþHLXVNRFLRNRORYRMYRGH0LQHLSRSD'UDJRYLüDL
                                                 
447
 ĈukiüPjesme Petra I Petroviüa Njegoãa, pp. ix-x. 
448
 0LOXWLQRYLü 6LPD 1HNROLNH SMHVQLFH VWDUH L QRYH SUHYHGHQH L VRþLQMHQH (Leipzig: Breitkopf und Hertel, 
S$OVR1HGLü6LPD0LOXWLQRYLü Sarajlija, p. 76. 
449
 See: 1HGLü6LPD0LOXWLQRYLü Sarajlija, p. 76, 78-81. Also: ĈXNLüPjesme Petra I Petroviüa Njegoãa, p. ix. 
450
 1HGLü6LPD0LOXWLQRYLü6DUDMOLMD, pp. 78-81. 
451
 See: 6HHĈXNLü3UHJOHGNQMLåHYQRJUDGD&UQH*RUH, p. 12. 
452
 Se, for instance, his letter to the Bishop from 1828, in 0DUWLQRYLüHWDOO3UHGQMHJRãHYVNRGRED, p. 343. 
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NQH]D 5DãND¶453 7KLV VXJJHVWV WKDW WKH %LVKRS¶V VRQJV ZHUH GLVWULEXWHG WR KLV IROORZHUV LQ
Montenegro in a similar manner as his epistles and public proclamations. 
3RKYDOD.DUDÿRUÿX is another didactic ten-syllabus song attributed to Petar I by his 
FRQWHPSRUDULHV'LPLWULMH0LODNRYLüQDWLRQDO VHFUHWDU\ DQGHGLWRURI WKH0RQWHQHJULQ VWDWH
almanac Grlica, published it in the 1835 edition of Grlica with the explicit claim that it was 
µVSMHYDQD SRNRMQLMHP PLWURSROLWRP 3HWURP 3HWURYLüHP 1MHJRãHP¶ 454  In the 1835 Grlica 
0LODNRYLü DOVR LQFOXGHG WKH VKRUW Istorija Crne Gore, written, as he relates, by the Bishop 
himself and found in his manuscripts.455 Published shortly after his death with another work 
IURPWKH%LVKRS¶VPDQXVFULSWVDQGH[SOLFLWO\DWWULEXWHGWRKLPE\WKHHGLWRUWKLVVRQJKDUGO\
leaves any doubt about the identity of its author. In addition, a version of µ3RKYDOD.DUDÿRUÿX¶
almost exactly the same as the one edited by Milakoviü also appeared in another almanac, 
published by the Serbs from Trieste in 1851. The title and the note above it provide the 
information about its author, and briefly sketch the history of the text before the publication: 
µ3MHVPDQDSRKYDOXVUSVNLMHKYLWH]RYDK6**33PLWURSROLWDVYHWRJ3HWUDJRG«
3UHSLVDQRQD2VWURJ6YHWRJD9DVLOLMDSUL*RVDUK-RV3DYLüHYLüHPX&UQRM*RULRG9
0LOLQRYLüDDL]7UVWDVDGRG$QG6WRMNRYLüD¶456 In other words, according to this testimony, 
the song had been composed by the Bishop in 1811, and then distributed in several 
manuscripts before being published. 
In short, contextual evidence shows that these two literary epic songs circulated in 
PDQXVFULSW IRUPDPRQJ WKH%LVKRS¶V IROORZHUV LQ0RQWHQHJUR DQG WKDW WKH\ZHUH IDPLOLDU
with his authorship of them. Thus, even though this attribution remains grounded on 
circumstantial evidence, it would be hard to find alternative explanation of the reasons for 
                                                 
453
 See: Martinoviü et all, 3UHGQMHJRãHYVNRGRED, p. 343. 
454
 See: Pantiü, .QMLåHYQRVWQDWOX&rne Gore, p. 515. 
455
 Ibid., p. 87. 
456
 6HHĈXNLüPjesme Petra I Petroviüa Njegoãa, p. ix. 
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GLIIHUHQWHGLWRUVWRFRPHXSZLWKVXSHUILFLDOH[SODQDWLRQVDERXWWKH%LVKRS¶VDXWKRUVKLSWKDW
LQYROYHGLVWLQJXLVKHGFKXUFKUHSUHVHQWDWLYHVOLNHPRQN0LKDLORDQGDUFKLPDQGULWH3DYLüHYLü 
Following this information about Bishop 3HWDU¶VFRPSRVLWLRQV1LNROD%DQDãHYLüDQG
7ULIXQ ĈXNLü HVWDEOLVKHG DQ LQLWLDO FRUSXV RI HOHYHQ %LVKRS 3HWDU¶V VRQJV LQ WKH HDUO\
1950s. 457  Initially, they attributed to him the eight songs identified as his creations by 
.DUDGåLü%DQDãHYLüDQGĈXNLüDOVRXsed textual evidence such as stylistic and comparative 
DQDO\VHV WR DVVHUW WKHLU DWWULEXWLRQ ĈXNLü WKXV LQGLFDWHG WKDW WKUHH RWKHU DQRQ\PRXV VRQJV
SXEOLVKHG DV µ&UQRJRUVNH¶ LQ 0LOXWLQRYLü¶V Nekolike pjesnice from 1826, show apparent 
similarities with the %LVKRS¶V µ3RKYDOD .DUDÿRUÿX¶ DQG DWWULEXWHG WKHVH WR WKH %LVKRS DV
well.458 %DQDãHYLü DQG ĈXNLü DOVR SRLQWHG RXW WKDW HLJKW VRQJV DWWULEXWHG WR WKH %LVKRS E\
.DUDGåLü FRQWDLQ WKH FKDUDFWHULVWLFV DW\SLFDO RI WKH RUDO IRON HSLF VRQJV VXFK DV IUHTXHQW
rhyme, wider knowledge of the historical and international context, an explicit political 
message and moral, as well as a style and phraseology that indicate a literate and educated 
author. In addition, they showed thematic, stylistic and ideological unity between these songs 
DQGVHYHUDORWKHUVSXEOLVKHGLQ0LOXWLQRYLü¶VIstorija Crne Gore and Pjevanija DQG1MHJRã¶V
Ogledalo srbsko. Since these songs were already associated with the Bishop by the early 
FROOHFWRUV DQG WKHLU FRQWHPSRUDULHV %DQDãHYLü DQG ĈXNLü FRQVLdered those features to be 
VXIILFLHQW LQGLFDWRUV RI %LVKRS 3HWDU¶V DXWKRUVKLS RYHU WKHP DV ZHOO 7KH VRQJV WKDW WKH\
attributed to Petar I are regularly included in the publications of his works, and are identified 
as his creations in later editions of the VRQJV FROOHFWHG E\ .DUDGåLü 0LOXWLQRYLü DQG
1MHJRã459 
Later scholars accepted these findings and attributed several more songs to Bishop 
Petar. I mentioned earlier that 1HGLü DWWULEXWHG µ6RSHUQLN %XãDWOLMH¶ IURP Pjevanija to the 
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 %DQDãHYLüPesme o najstarijoj, pp. 275-299; ĈukiüPjesme Petra I Petroviüa Njegoãa. 
458
 ĈukiüPjesme Petra I Petroviüa Njegoãa, pp. 9-10. 
459
 6HH ýHGR 9XNRYLü .QMLåevnost Crne Gore od 12. do 19. vijeka, &HWLQMH 2ERG  3HWDU , 3HWURYLü
1MHJRãDjelaHGE\%UDQLVODY2VWRMLü3RGJRULFD&,'0LOXWLQRYLüPjevanija1MHJRãOgledalo srbsko. 
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Bishop, and argued that several other songs that follow in the manuscript have likely been 
collected from the Bishop as well; they were documented shortly after his arrival at Cetinje, 
and before he actually started travelling around Montenegro and collecting folk songs from 
the local traditional singers. 460  0RUH UHFHQWO\ =XNRYLü DQG 0HGHQLFD VXJJHVWHG %LVKRS
3HWDU¶VLQIOXHQFHRQRWKHUVRQJVIURPWKHFROOHFWLRQVRI.DUDGåLüDQG0LOXWLQRYLü461 Recent 
VFKRODUV WKHUHIRUHFRQILUPHG%DQDãHYLü¶VHVWLPDWHIURP WKDW%LVKRS3HWDU¶V LPSDFW on 
0RQWHQHJULQHSLF WUDGLWLRQPLJKWEHELJJHU WKDQ.DUDGåLü LQGLFDWHG462 They also suggested 
WKDW WKLV ZDV SUREDEO\ QRW WKH GHILQLWH QXPEHU RI %LVKRS 3HWDU¶V VRQJV 0HGHQLFD IRU
H[DPSOHFODLPHG µ6YDNDNRELELORVPHOR WYUGLWLGDELSHVQLþNLSURL]YRGL3HWra I mogli biti 
RYLPLVFUSHQL¶463 3DQWLüDOVRH[SUHVVHGVLPLODUYLHZµGXJRVHQLMH]QDORDLVDGDVHQH]QD
EDãGRNUDMDQLSRWDQNRQLNROLNRMHLNRMLKVYHSHVDPDWHYUVWHYODGLNDXNXSQRLVSHYDR¶464 
7KHFRUSXVRI%LVKRS3HWDU¶VVRQJVHVWDEOLVKHGE\WKe scholars during the second half of the 
twentieth century thus indicates his significant contribution to the epic tradition. 
Scholars refer to the impersonal character of oral tradition to explain BisKRS3HWDU¶V
decision to promote his songs anonymously.465 ,QGHHGDV.DUDGåLüUHODWHVLQKLVIntroduction 
to the first volume of Narodne srpske pjesme µXQDURGXQLNRQHGUåL]DNDNXPDMVWRULMX LOL
VODYXQRYXSMHVPXVSMHYDWLLQHVDPRãWRVHQLNRWLPQHYDOLQHJRMRãVYDNLEDãLRQDMNRML
jest) odbija od sebHLNDåHGDMHþXRRGGUXJRJD¶466 In other words, the authority of folk epic 
songs rests on oral tradition and not on the identity of their author. Medenica thus claims that 
Bishop Petar surely had in mind the popular tradition that claims the song is more appreciated 
if it is adopted from another singer, i.e. if it is older, and adds that it was also inappropriate for 
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 1HGLü6LPD0LOXWLQRYLü6DUDMOLMD, pp. 104-107. See also: Medenica, 1DãDQDURGQDHSLND,  p. 112. 
461
 6HH=XNRYLüPogovor, pp. 472-473. 
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 %DQDãHYLüPesme o najstarijoj crnogorskoj istoriji, p. 298. 
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 Medenica, 1DãDQDURGQHHSLND, p. 112. 
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 3DQWLü.QMLåHYQRVWQDWOX&UQH*RUH, p. 510. 
465
 See: Medenica, 1DãDQDURGQDHSLND, p. 12. 
466
 .DUDGåLü9XN6WHIDQRYLüSrpske narodne pjesme I (Prosveta: Beograd, 1975), p. 566. 
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the Bishop to publish under his name the songs that praised his deeds and the deeds of his 
ancestors.467 
%LVKRS 3HWDU¶V PRWLYDWLRQ IRU FRPSRVLQg the songs has also been discussed in 
previous scholarship.468 In the absence of proper state institutions, the most efficient way for 
the Bishop to influence his subjects was through his words, either publicly spoken or written; 
DV 3HWDU , KLPVHOI VD\V µ8 mene mimo pera i jezika ne imade sile nikakve za privesti 
QHSRNRUQHQDSRVOXãDQLMH¶469 His numerous epistles, of which more than 250 were preserved, 
are illustrative of his efforts and goals as well as of the difficulties that he was faced with. The 
epistles, written as public proclamations directed towards a particular clan or tribe, or 
sometimes towards the entire population, were sent to local priests and tribal leaders in order 
to be read at public gatherings. Only occasionally is their content a call for the unification of 
forces and joint resistance in forthcoming battles. More often, it is a critique of the clans and 
tribes for their particularism and their countless mutual conflicts and hostilities. A leitmotif in 
his epistles is his request to end tKHLUµVDPRYROLMH¶µPHåGXVREQRNUYRSUROLWLMH¶DQGµGRPDüD
UDW¶)RULQVWDQFHDVLQGLFDWHGLQ%LVKRS3HWDUFULWLFL]HVWKH%MHOLFHWULEHEHFDXVHWKH\
FRQWLQXHµELWLURELWLLSOHQMLYDWLQDãXLVWXEUDüXLNUDMLþQLNH%UÿDQHVNRMLMHPDVPRMHGQXNUY
radL YMHUH L VORERGH QDãH SUROLYDOL D GUXJL WDNRÿHU QH SUHVWDMX GDYLWL MDGQH L åDORVQH
*UDKRYOMDQH L %DQMDQH¶470 DQG HVSHFLDOO\ UHJUHWV WKDW µ&UQRJRUFL SRPDJDMX 7XUFLPD NODWL L
davati Hristijane u vrijeme, kada je Bog sojedinio srpski narod, da se od turskoga jarma 
RVORERGL¶471 A similar critique of the tribal confrontations, mutual conflicts and the absence 
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 Medenica, 1DãDQDURGQDHSLND, p. 12. 
468
 6HH0LURVODY3DQWLü.QMLåHYQRVWQDWOX&UQH*RUHL%RNH.RWRUVNHRG;9,GR;9,,,YHND (Beograd: Srpska 
.QMLåHYQD=DGUXJa, 1990), p. 511 et passim. 
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 1LNR60DUWLQRYLüHWDOO3UHGQMHJRãHYVNRGRED 7LWRJUDG*UDILþNL]DYRGS 
470
 Petar I, Djela, p. 52. 
471
 Ibid., p. 53. 
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of ethnic and religious solidarity persists tKURXJKRXW WKH %LVKRS¶V epistles and 
correspondence.472 
Consequently, since the local oral tradition glorified such events and characters, it also 
EHFDPHWKHVXEMHFWRIWKH%LVKRS¶VFULWLFLVP7KHUHIRUHLQKLVSDUWLDOO\SUHVHUYHGHSLVWOHIURP
1818, he criticizes the Montenegrins for their constant attacks on the Austrian Coastal 
territory and on local Christians, but also for the fact that they praise these deeds in their 
VRQJV µNDGDVWUDåHüHVDUVNHELMHWH L URELWHSDN«LSMHYDWNDNRVWHNRJDXELOL L]DURELOL¶473 
&RPPHQWLQJ RQ WKLV HSLVWOH %DQDãHYLü HPSKDVL]HV µ9DQ VYDNH VXPQMH RYGH VH YODGLND
REUDþXQDYDLVDSOHPHQVNLPSHYDþLPDWLPãWHGULPGDURYDRFLPDVODYHLRQLPOMXGLPDNRMLVX
VH LVWDNOL MHGLQR X PHÿXVREQLP ERUEDPD L JUDEOMHQMLPD EUDWVNLK JODYD L SOHQD¶ 474  This 
FRUUHVSRQGVZLWK/MXERPLU=XNRYLü¶VRYHUDOOFRQFOXVLRQWKDWWKHWULEDOHSLFWUDGLWLRQZDVWKH
personification of the views and actions against which the Bishop had fought.475 
In summarizing the previous discussion, we could say that the information about 
%LVKRS3HWDU¶VFRPSRVLWLRQVLVVXEVWDQWLDOEXWPRVWO\FLUFXPVWDQWLDO,WLVEH\RQGGLVSXWHWKDW
the didactic epic songs and pseudo-folk songs promoting the role of Bishop Petar and other 
PHPEHUVRIWKH3HWURYLüIDPLO\ in the Montenegrin struggle against the Turks were composed 
LQ DQG SURPRWHG IURP &HWLQMH GXULQJ %LVKRS 3HWDU¶V UXOH 7KH VWURQJHVW DUJXPHQWV, in my 
YLHZDUHWKRVHDERXWWKH%LVKRS¶VDXWKRUVKLSRYHUOLWHUDU\HSLFVRQJVµ3RXþHQMHXVWLKRYLPD¶
DQGµ3RKYDOD.DUDÿRUÿX¶7KHVHVRQJVZHUHGLVWULEXWHGLQZULWWHQIRUPWKHLUYDULRXVHGLWLRQV
contain no significant differences, and no one else except the Bishop has ever been considered 
as their author. 
                                                 
472
 6HHDOVR%LVKRS3HWDU¶VHSLVWOHV WR µ0RUDþDQLPD L8VNRFLPD¶ from March 1790; µ5RYFLPD0RUDþDnima i 
Uskocima¶ from November 1795; µGlavarima¶ from November 1796; µ%UÿDQLPD¶ from February 1800; 
µKatunjanima¶ from Jully 1805; µ*RUQMRPRUDþDQLPD¶ from March 1806; µBjelicama¶ from December 1807; 
µDrobnjacima¶ from September 1809, in Petar I, Djela, pp. 10, 13-14 , 17, 19-21, 34-35, 47, 52-53, 71-72. 
473
 Ibid., p. 113. 
474
 %DQDãHYLüPesme o najstarijoj, p. 460. 
475
 =XNRYLü9XNRYLSHYDþLL]&UQH*RUH, p. 148. 
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([SOLFLW LQIRUPDWLRQDERXW%LVKRS3HWDU¶VDXWKRUVKLSRYHUVL[VRQJVIURP.DUDGåLü¶V
PDQXVFULSWVDQGµ6RSHUQLN%XãDWOLMH¶IURPPjevanija, I also take to be strong argumentation 
that the Bishop composed pseudo-IRONVRQJVFRPSDUDEOHWRWKHRQHVWKDWKLVKHLU1MHJRãODWHU
ZURWH /LNH 1MHJRã KH ZDV UDLVHG LQ D SUHGRPLQDQWO\ LOOLWHUDWH FXOWXUH ZLWK VWURQJ RUDO
tradition, and was certainly capable of composing such songs in the epic manner and style. 
Particularly telling are those indices coming from several unrelated sources, such as the 
PDQXVFULSWV RI .DUDGåLü DQG 0LOXWLQRYLü FRQQHFWLRQV RI WKH SHUVRQV WKDW GLVWULEXWHG DQG
HGLWHG WKHVH VRQJV ZLWK &HWLQMH RU 1HGLü¶V LQYHVWLJDWLRQ RI WKH Pjevanija manuscript with 
%DQDãHYLü¶V previous attribution based mostly on textual and stylistic analyses. In addition, 
there has practically existed universal agreement of the interpretive community in the past 
sixty years about Bishop Petar¶VDXWKRUVKLSRYHUWKHVHVRQJV 
While the Bishop was apparently involved in the production and distribution of such 
songs, it is less obvious that he should be identified as their actual author. For instance, the 
VRQJVIURP.DUDGåLü¶VPDQXVFULSWZHUHWH[WXDOLVHGLQYDULRXVYHUVLRQVGXULQJWKH nineteenth 
century by several collectors and editors, and these differences require further elaboration of 
the impact that their editors, scribes or oral performers had on their published form. This 
particularly applies to the two songs about the battles DJDLQVW0HKPHW3DVKDIURP.DUDGåLü¶V
collection; while their nontraditional origin is evident, they were also orally performed and 
became more like traditional oral songs. In other words, while the claim that Bishop Petar 
influenced these nontraditional songs attributed to him by the early collectors and later 
scholarship is well justified, there is not sufficient evidence to confirm they provide accurate 
transcriptions of the songs about this event that he had allegedly written himself. 
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   Contextual Evidence about the Nontraditional Character of the Songs about the 1796 Battles  
 
In the previous discussion, the two songs about the 1796 battles from Sima 
0LOXWLQRYLü¶V Pjevanija were described as nontraditional texts of literary origin, and the 
versions fURP.DUDGåLü¶VFROOHFWLRQDVWUDQVLWLRQDOWH[WVwhere we find these original literary 
features to be adapted to some extent to oral manner and style. In addition, I argued that 
FRQWH[WXDO LQIRUPDWLRQ VXJJHVWV QRQWUDGLWLRQDO RULJLQ DQG %LVKRS 3HWDU¶V LQIOXHnce on the 
Montenegrin songs about contemporary events in general. In the remainder of this chapter, I 
will examine contextual evidence about the literary origin of the Pjevanija versions to show 
that they are in accordance with the previous textual analysis and the identification of 
KaradåLü¶VYHUVLRQVDVWUDQVLWLRQDOWH[WV. 
Upon first examination, these claims seem to be in deep tension with Sima 
0LOXWLQRYLü¶V LQIRUPDWLRQ WKDWKH FROOHFWHG WKH VRQJ µ%RMX0DUWLQLüH&UQRJRUDFDK V.DUD-
0DKPXWRP%XãDWOLMRP¶ IURPWKHSULHVW5DGH.QHåHYLüIURPWKH%MHORSDYOLüLWULEH+RZHYHU
I submit that this contradiction can quite effectively be resolved if we suppose that the priest 
received the song in written form from Bishop Petar or his associates. I offer several 
arguments in support of such a claim. Most importantly, this song clearly differs from other 
.QHåHYLü¶V VRQJV 1DPHO\ IRXU RWKHU VRQJV WKDW 0LOXWLQRYLü FROOHFWHG IURP WKH SULHVW
µ3DVWLUL¶, µ%RãNRYLü¶, µ=PDM-Ognjen Vuk¶ and µ&DUVNDULMHþ¶, all have traditional subjects and 
content, and contain very few rhymed verses. Meanwhile, this is not the only song in 
Pjevanija DWWULEXWHG WR WKH %LVKRS WKDW 6LPD 0LOXWLQRYLü FROOHFWHG IURP ORFDO VLQJHUV
0LOXWLQRYLü DOVR QDPHG µ0DWD 5DGRYD 0DUWLQRYLüD %DMLFX¶ DV WKH VLQJHU of the song µ6YH-
oslobod¶. The scholars, however, showed its nontraditional characteristics and identified 
Bishop Petar as its author, and the song is regularly published in recent editions of the 
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%LVKRS¶VZRUNVDQGDWWULEXWHGWRKLPLQWKHQHZHGLWLRQRI Pjevanija.476 In other words, such 
nontraditional songs were occasionally collected from distinguished Montenegrins of the time 
acquainted with the Bishop. 
$QRWKHUDUJXPHQWWKDWVXSSRUWVWKLVFODLPLVWKDW%LVKRS3HWDU¶VZRUNVZHUHFLUFXODWHG
in the written form both during and after his lifetime. For example, I already argued that his 
epistles were typically sent to distinguished local representatives that were his associates and 
VXSSRUWHUV7KH%LVKRS¶VGLGDFWLFHSLFVRQJVµ3RXþHQMHXVWLKRYLPD¶DQGµ3RKYDOD.DUDÿRUÿX¶
were also repeatedly textualised both during and after his lifetime. This all suggests that 
VLPLODUO\ WRKLVHSLVWOHVDQGSXEOLFSURFODPDWLRQV WKH%LVKRS¶VVRQJV WRRPLJKWKDYHEHHQ
distributed to his followers in Montenegro ± archimandrite 'XþLü, for example, found 
µ3RXþHQMHXVWLKRYLPD¶ from the monk Mihajlo from the Piperska cell monastery. 
In addition, DuþLüDOVRclaimed that it was well known that Bishop Petar wrote epic 
songs, and estimated that some of them were still unpublished and scattered in Montenegro:  
.DRãWR MHSR]QDWR VYHWL3HWDU&HWLQMVNLQDSLVDR MHQHNROLNR MXQDþNLMHKSMHVDPDXNRMLPD VH 
YLGLQMHJRYYHOLNLSRHWVNLGDUELVWULQDPLVOLSURVWLLVODWNLVORJþLVWDLSUDYDSRERåQRVWNUDVQR 
RVMHüDQMHLYHOLNRURGROMXEOje. 1MHJRYHVXQHNHSMHVPHQDãWDPSDQHDMDPDþQRLKLPDNRMHMRã 
QLMHVXQDãWDPSDQHQHJRVXNRMHNXGD]DWXUHQH]ERJþHVWLMHKQHPLUDKLUDWRYDKNRMLVH GRJDÿDãH
u Crnoj Gori.477 
In this context, the version of the song µ%RM&UQRJRUDFDV0DKPXW-SDãRP¶ published 
by 9HOMNR 5DGRMHYLü LQ WKH MRXUQDO Bosanska vila in 1892 deserves certain attention. 478 
5DGRMHYLü FODLPHG WKDW KH KDG IRXQG WKH RULJLQDO VRQJ ZULWWHQ E\ %LVKRS 3HWDU LQ ROG
RUWRJUDSK\DPRQJWKHPDQXVFULSWVRIWKHODWH-RNDQ5DGRYLüZKR5DGRMHYLüVSHFLILHVZDs 
DQDVVRFLDWHRIWKH%LVKRSDQGKDGNHSWFRUUHVSRQGHQFHZLWKKLP5DGRMHYLüWKXVWUDQVFULEHG
                                                 
476
 See: 9XNRYLü.QMLåHYQRVW&UQH*RUH; Petar I. Djela; 0LOXWLQRYLü, Pjevanija; 1MHJRã Ogledalo srbsko. 
477
 See: 6HHĈXNLü3UHJOHGNQMLåHYQRJUDGD&UQH*RUH, p. 12. 
478
 See: Veljko Radojeviü µ3MHVQD Y ERMD ELYãDJR OHWD *RVSRGQMD  PHåGX &HUQRJRUFLPD ,WDOLDQFLPD L
%HUÿDQLPD L0DKPXWRPYH]LURPY$UEDQLMHX%MHORSDYOLüHYLãHJUDGD6SXåDXVHOR0DUWLQLüH¶, in Bosanska 
vila, 18 (1892), pp. 283-85. 
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LW QRWLFHG WKDW WKH VRQJ FRQWDLQHG PDQ\ PRUH UK\PHG YHUVHV WKDQ .DUDGåLü¶V µ%RM
Crnogoraca s Mahmut-SDãRP¶ DQG UDLVHG WKH FODLP WKDW WKLV YHUVLRQ ZDV µYLMHUQD Vlika 
originala ± RQDNYDNDNYD MH L]DãOD L]SHUDQMHQRJDXWRUD¶479 +RZHYHUDV=XNRYLüREVHUYHV
WKH ODWH HGLWLRQ RI WKH VRQJ DQG WKH IDFW WKDW 5DGRMHYLü ODWHU UHSXEOLVKHG LW ZLWK FHUWDLQ
DOWKRXJK PLQRU FKDQJHV GHVSLWH WKH GHFLGHG FODLP WKDW KH KDG NHSW µYjerno terminologiju 
RULJLQDOD¶UDLVHVRPHGRXEWVDERXWWKHFUHGLELOLW\RIKLVWH[WXDOL]DWLRQ480 Nevertheless, while 
WKH DFFXUDF\ RI 5DGRMHYLü¶V WH[WXDO WUDQVFULSWLRQ LV GLVSXWDEOH there are no reasons to 
disregard his explanation altogether. 481  In all likelihood, 5DGRMHYLü GLG SUHFLVHO\ ZKDW
contributors to Bosanska vila, a well established literary magazine at the time that especially 
promoted folk literature, were supposed to do ± he found a song in a manuscript, saw its 
VLPLODULW\ ZLWK .DUDGåLü¶V µ%RM &UQogoraca s Mahmut-SDãRP¶, transcribed it as best as he 
FRXOG DQG DGGHG D VKRUW FRPPHQWDU\ 7KXV WKH SUHVXPSWLRQ RI %LVKRS 3HWDU¶V SHUVRQDO
distribution of his pseudo-folk songs in written form appears to be not only plausible but 
supported by several, although circumstantial, pieces of evidence. 
7KHUH DUH IHZHU UHDVRQV WRDFFHSW5DGRMHYLü¶V FODLP WKDW WKHVRQJKHSXEOLVKHGZDV
the original song composed by Bishop Petar. As indicated, the differences between the 
various documented versions cannot be all explained away by claims of editorial interventions 
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 Ibid., p. 283.  
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 6HH=XNRYLüPogovor, p. 471. 
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 II ZH UHMHFW 5DGRMHYLü¶V WHVWLPRQ\ ZH ZRXOG QHHG WR LPDJLQH D UDWKHU EL]DUUH DQG VXSHUILFLDO VFHQDULR ± 
5DGRMHYLüPDNHVDGHOLEHUDWH IRUJHU\ WRGHFHLYH WKH Ueaders and the general public, adds a title written in old 
RUWRJUDSK\DQGPHWLFXORXVO\UHZULWHV.DUDGåLü¶VYHUVLRQZKLFKLVWKHRQO\RQH that he mentions and most likely 
the only one that he knows about, by substituting unrhymed verses with the rhymed ones. In addition, he 
LQYROYHVLQWKHVWRU\QRWRQO\ODWH-RNDQ5DGRYLüEXWDOVRKLVJUDQGVRQ%RåR5DGRYLüZKRPKHPHQWLRQVE\
name as his personal friend and the source of the original manuscript. Thus, even if we accept that RadojHYLü
could have had the expertise and dishonesty for all this, which is highly unlikely, the strongest argument against 
LW LV WKDW LW LV VLPSO\ KDUG WR VHH ZKDW WKH SRLQW RI VXFK DQ HQWHUSULVH ZRXOG EH ,I 5DGRMHYLü ZDV RSWLQJ IRU
scholarly and public acclaim, he would have had many more chances for public appraisal if he had counterfeited 
WKHVRQJVDERXW0DUNR.UDOMHYLüRU WKH.RVRYR%DWWOH ,Q WKHVHFRQGKDOIRI WKHQLQHWHHQWKFHQWXU\%RJROMXE
3HWUDQRYLü WULHG WRGHFHLYH WKHSXEOLFZLWKKLVFROOHFWLRQVRI VXSSRVHdly folk songs about these older Serbian 
KHURHVDQG0LORã60LORMHYLüDQG6WHIDQ9HUNRYLüSXEOLVKHGFROOHFWLRQVRIHTXDOO\VXSHUILFLDOIRONVRQJVDEXW
old Slavonic Gods Perun, Dajbog, Volos and others (See: 3DQWLü 3UDYR L ODåQR X QDURGQRP SHVQLãWYX, 
Despotovac : Narodna biblioteka µ5HVDYVNDãNROD¶). However, to counterfeit only one song in Bosanska 
vila VLPSO\WRFRQILUPWKHFODLPWKDW.DUDGåLüDOUHDG\PDGHDERXW%LVKRS3HWDU¶VDXWKRUVKLSRYHULWZRXOGEH
rather pointless. 
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and inadequate transcription.482 It is thus unlikely that there actually was one original written 
song in the first place that served as the source of all subsequent versions. Early nineteenth 
century Montenegrin culture was still predominantly oral, and it is hardly surprising that all 
the documented versions, whether being published from the manuscripts or written down 
from oral performances, merge written and oral characteristics to some extent. The songs 
were most likely repeatedly textualised and orally performed in the first decades of the 
nineteenth century, and it is quite understandable that even the written versions would be 
affected by this still predominantly oral culture to some extent. In addition, VLQFH ĈXUR
0LOXWLQRYLüZDVEOLQGWKHRQO\ZD\IRUKLPWROHDUQWKHVRQJZDVLILWZDVUHDGDORXGWRKLP
or performed orally in his presence. If a more precise hierarchy of the existing versions is 
QHHGHG 5DGRMHYLü¶V YHUVLRQ DSSHDUV WR EH WKH PRVW OLWHUDUy of all ± it contains the highest 
number of rhymed verses because, as it appears, it was written by the author at one point and 
UHPDLQHG IL[HG LQ VXFK WH[WXDO IRUP 6LPD 0LOXWLQRYLü¶V YHUVLRQ HYHQ LI LW ZDV DFWXDOO\
ZULWWHQGRZQIURPWKHSULHVW5DGH.QHåHYLüLVDOVRDV,DUJXHGSUHGRPLQDQWO\OLWHUDU\ 
The question of their original form, therefore, should not be overestimated. Orality, 
/RUGUHPLQGVXVµdoes not mean merely oral presentation . . . what is important is not the oral 
presentation but ratKHU WKH FRPSRVLWLRQ GXULQJ SHUIRUPDQFH¶ 483  Principles of oral 
FRPSRVLWLRQWKHUHIRUHWRXVH3DUU\¶VZRUGVUHTXLUHWKDWµWKHRUDOSRHPHYHQLQWKHPRXWKRI
WKH VDPH VLQJHU LV HYHU LQ D VWDWH RI FKDQJH¶484 In addition, I mentioned earlier that Lord 
describes the difference between the traditional and nontraditional singer precisely by 
referring to the direct copying and word-for-word memorization as signposts of 
nontraditionality. Once the singers start reproducing one version and treating it as fixed and 
authoritative text, their performances, according to Lord, µFRXOGQRWEHRUDOLQDQ\H[FHSWWKH
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 6HHDOVR%DQDãHYLüPesme o najstarijoj, pp. 275-=XNRYLü, Pogovor, pp. 460-62. 
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 Lord, The Singer of Tales, p. 5. 
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 Parry, The Making of the Homeric Verse, p. 335 
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PRVWOLWHUDOVHQVH¶485 7KHUHIRUHHYHQLQWKHXQOLNHO\HYHQWWKDW6LPD0LOXWLQRYLüGLGQRWWDNH
WKH ZULWWHQ VRQJ IURP WKH SULHVW 5DGH .QHåHYLü EXW DFWXDOO\ ZURWH Lt down from his 
SHUIRUPDQFH ZH FRXOG VHH KRZ WKH SULHVW WULHV WR PHPRUL]H WKH %LVKRS¶V VRQJ DQG WR
UHSURGXFH LWDFFXUDWHO\.DUDGåLü¶VVLQJHUĈXUR0LOXWLQRYLüKRZHYHUEHKDYHVDFFRUGLQJ WR
/RUG¶VLQVWUXFWLRQVµ(YHQDVFRS\LVWKHUHPDLQVWRVRPHH[WHQWD WUDGLWLRQDOVLQJHU¶486 
Nonetheless, it would still be hard to justify the claim that any of the aforementioned 
YHUVLRQVLVDFWXDOO\DSURSHURUDOWUDGLWLRQDOVRQJ6XFKDFRQFOXVLRQIROORZVERWKIURP/RUG¶V
instruction that these songs remain traditional only µWR VRPHH[WHQW¶ DQG IURPP\ previous 
analyses. As the discussion in the previous chapter suggested, different variants in South 
Slavonic oral tradition at best show similarities in the names of the protagonists, describe 
similar main events, sometimes even ordering them in a corresponding way, but never 
actually incorporate a whole series of exactly the same verses as various versions of the songs 
DERXW WKH  EDWWOHV GR ,Q SDUWLFXODU WKH DQDO\VLV RI WKH WZR WULEDO YHUVLRQV RI µ%RM QD
0RUDþL¶ GHPRnstrated that even contemporary songs from the same territory display great 
differences with regard to their outlook, style and the evaluation of characters. 
,WFRXOGEHREMHFWHGSHUKDSVWKDWWKHVRQJVDERXWWKHEDWWOHRI0RUDþDZHUHFROOHFWHG
only two years after the actual event and thus had no time to became widely popular and well 
established and fixed by tradition like the songs about the 1796 battles. However, basically 
any popular song can serve to illustrate the ways by which traditional orally distributed songs 
DERXW WKH VDPH VXEMHFW GHSDUW IURP HDFK RWKHU , WDNH KHUH WKH H[DPSOH RI WKH VRQJ µ7UL
VXåQMD¶LWGHVFULEHVWKHLPSULVRQPHQWRI/LMHã6HODNDQG9XNVDQWKHGLVWLQJXLVKHGKHURHVRI
WKHLUUHVSHFWLYHWULEHVRI3LSHUL9DVRMHYLüLDQG5RYFLThe song obviously captured a popular 
PRWLYH GRFXPHQWHG LQ YDULRXV YHUVLRQV DQG SXEOLVKHG E\ .DUDGåLü 6LPD 0LOXWLQRYLü DQG
1MHJRã LQ WKHLUFROOHFWLRQVDQGSUHVHUYHG LQ WKUHHPRUHYDULDQWV LQ.DUDGåLü¶VPDQXVFULSWV
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 Lord, The Singer of Tales, p. 280. 
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 Lord, Epic Singers and Oral Tradition, p. 183. 
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The popularity of the song is additionDOO\ FRQILUPHG E\ .DUDGåLü ZKR LQ KLV 
Introduction reports that he has written down five different versions of the song, and that all 
were largely congruent. The documented versions are, indeed, quite similar, certainly due to 
the set structure of thHSORWWKHIRUPXODLFFKDUDFWHURIWKHKHURHV¶VSHHFKHVDQGWKHLUQDPHV
being well established in the tribal tradition.487 7KH RSHQLQJ OLQHV RI WKH WZR RI .DUDGåLü¶V
versions and the songs published in Pjevanija, all documented around the same time, are 
given bellow: 
=DFPLOMHãHWULQHYROMQLVXåQMD Procviljele tri Srpske vojvode     8FPLOMHãHGREULWULMXQDND 
U tamnicu Skadru na Bojanu, 8VXåDQMVWYXSDãH6NDGDUVNRJD8ELMHOX6NDGUXQD%RMDQX 
Oni smile tri godine dana, $GD]DãWR"9HüHQLNUR]DãWR    JeGQRVRNR/LMHãH3LSHUH 
1HYLÿDMXVXQFDQLPMHVHFD =DKDUDþHRGORPQLMHK%UGD    'UXJR6RODWRG9DVRMHYLüDK 
-HGQRMH/LMHãRG3LSHUDK-HUVH%UGVNDÿHFDSRVLOLOD7UHüH9XNVDQRG%XODWRYLüD 
'UXJR7RPRRG9DVRMHYLüD3DQHGDGXFDUHYLKKDUDþD   Vuksan pita oba pobratima:  
7UHüHMH%XODWRY9XNVDQH$YRMYRGHSDãDSUHYDULR³2%RJDYLREDSREUDWLPD 
1RMH9XNVDQQMLPDJRYRULR1DWYUGXLKYMHUXGRPDPLRHY¶GRLVWDSRJLQXW¶KRüHPR 
 ³$WDNRYLGRGYD SREUDWLPD7XULRLKQDGQRXWDYQLFXQHJRãWRMHMXWURVNRP¶QDMåDO¶MH 
            âWRMHEUDüRNRPHQDMåDOLMH"´-HGQREMHãH9XNVDQRG5RYDFDRVWDYLWLQDVYRMHGYRURYH"´ 
            'UXJREMHãH/LMHãRG3LSHUD 
            7UHüHEMHãH6HODN9DVRMHYLü 
            Ljuto cvile, jest im za nevolju, 
            6XåDQMVWYRMHQMLPDGRGLMDOR 
                                                                -RãEHVMHGL9XNVDQRG5RYDFD 
            ³%UDüRPRMDOMXELPQDGUXåLQR  
            0LKRüHPRRYÿHL]JLQXWL 
                                                            âWDMHNRPHGDQDVQDMåDOLMH´" 
                  Vuk, SANU IV, 14                     Vuk , SNP IV, 4           SM, Pjevanija, 10 
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 6HH/DWNRYLüKomentar LREMDãQMHQMD, p. 491. 
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In short, even the corresponding lines show certain differences in the names and order 
of characters, as well as in expression and style; in addition, each of the singers builds the 
narrative in a partly different manner, by either emphasizing the length of the imprisonment, 
WKHFKDUDFWHUV¶GLVREHGLHQFHDQGWKHSDVKD¶VZUHWFKHGQHVVRUE\UHIHUULQJWRWKHLUKRXVHKROG
Thus, even in this case of a song with a firmly established structure, we find significant 
variations even in the most similar versions, and if ZHLQFOXGHGRWKHU.DUDGåLü¶VYDULDQWVDQG
WKHRQHSXEOLVKHGE\1MHJRãWKHGLIIHUHQFHVDQGJHQHUDOLQFRQJUXHQFHZRXOGEHIDUJUHDWHU 
All this complies with the previous discussion of the oral traditional technique and 
style. Namely, the comparative evidence from various oral traditions showed that exact verbal 
UHSURGXFWLRQLVHVVHQWLDOO\IRUHLJQWRRUDOFXOWXUHDQGWKDWDV0RUULVSXWVLWµ/RUG¶VPRGHORI
an insistent, conservative urge for the preservation of an essential idea, but in a fluid context, 
iV PXFK FORVHU WR WKH QRUP¶488 ,Q DGGLWLRQ WKH DIRUHPHQWLRQHG H[DPSOHV RI çHPDLO =RJLü
7RPD9XþLü3HULãLüDQGRWKHUVLQJHUVFRQILUPHGWKHVHJHQHUDOYLHZVLQWKHFRQWH[WRI6RXWK
Slavonic oral tradition. 
To summarize, although decisive proofs that µ%RM&UQRgoraca s Mahmut-SDãRP¶ was 
originally a written song composed by Bishop Petar are lacking, the available contextual 
evidence can coherently be combined with the previous stylistic analysis, which showed the 
abundance of literary elements in the songs publiVKHG E\ 6LPD 0LOXWLQRYLü DQG .DUDGåLü
Thus the most plausible explanation is that this song involved both literary and oral 
techniques of composition and distribution. 6WLOO ERWK 5DGRMHYLü¶V DQG 6LPD 0LOXWLQRYLü¶V
versions in effect appear to be written compositions in which literary characteristics dominate 
over traditional ones. Therefore, I described them as essentially literary songs. The two songs 
SXEOLVKHG E\ .DUDGåLü HIIHFWLYHO\ FRPELQH OLWHUDU\ DQG WUDGLWLRQDO FKDUDFWHULVWLFV DQG ZHUH
therefore described as proper transitional texts ± even though traces of literary influence on 
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 Morris, The Use and Abuse of Homer, p 86. 
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the songs are still visible, they are not dominant and remain to some extent subject to the rules 
of oral traditional composition. Nevertheless, it is evident that although singers transform 
many nontraditional elements in a traditional manner by reducing the overall number of the 
rhymed verses, avoiding chains of rhymed couplets and excluding or adapting unusual 
phraseology, they still behave to some extent as if the song is a fixed text that they should 
reproduce accurately. 
7KH DERYH DQDO\VLV VHHPHG WR IROORZ WKH OLQH RI .DUDGåLü¶V DUJXPHQW DERXW WKH
QRQWUDGLWLRQDORULJLQRIµBoj Crnogoraca s Mahmut-SDãRP¶ and its subsequent adaptation and 
further traditionalization through oral performances. But, are these traditional elements 
present to such an extent that this song should be considered as a legitimate part of the oral 
tradition, that is, as a song that was transmitted orally and became popular among folk singers 
like other songs from the collection? This seems less plausible for several reasons. Firstly, as I 
argued, the Pjevanija version and other later variants are still predominantly literary, and even 
.DUDGåLü¶V YHUVLRQ RQO\ SDUWLDOO\ DGDSWHG WKHVH OLWHUDU\ FKDUDFWHUistics to oral manner and 
VW\OH ,QRWKHUZRUGVHYHQWKRXJKĈXUR0LOXWLQRYLüEHKDYHVDVDWUDGLWLRQDOVLQJHUWRVRPH
extent, reformulating or transforming various nontraditional elements in the oral traditional 
manner and style, he still performs this song differently from his other songs and treats it as 
an authoritative text that he tries to reproduce more accurately. Finally, this song was 
apparently not distributed as part of local oral tradition. All the persons mentioned so far in 
UHODWLRQ WR µ%RM&Unogoraca s Mahmut-paãRP¶DQG LWV ODWHUYHUVLRQV OLNHĈXUR0LOXWLQRYLü
6LPD0LOXWLQRYLüSULHVW5DGH.QHåHYLüRU-RNDQ5DGRYLüZHUHWKH%LVKRS¶VDVVRFLDWHVDQG
supporters and had direct contact with him. The song was, thus, not distributed orally and 
adoSWHGE\FRPPRQIRONDV.DUDGåLüKDGJXHVVHGEXWDSSDUHQWO\UHPDLQHGNQRZQRQO\WRD
QDUURZFLUFOHRI%LVKRS3HWDU¶VIROORZHUVZKRUHFHLYHGRUOHDUQHGLWHLWKHUGLUHFWO\IURPKLP
or from someone from his immediate surroundings. 
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It is harder to assert such a direct connection between the Bishop and the singer of 
µ2SHW&UQRJRUFLL0DKPXW-SDãD¶. .DUDGåLüSXEOLVKHGWKLVVRQJZLWKRXWVSHFLI\LQJWKHGDWHRI
its documentation and the name of the singer, and the only information about it is his 
statement from the  LQWURGXFWLRQ WKDW KH FROOHFWHG LW µX .UDJXMHYFX RG MHGQRJ
&UQRJRUFD¶6LQFH.DUDGåLüSXEOLVKHGWKLVVRQJLQWKHWKLUGERRNRINarodne srpske pjesme in 
WKHWLPHRILWVWH[WXDOLVDWLRQFDQEHGHWHUPLQHGZLWKVRPHSUHFLVLRQ.DUDGåLüSUHSDUHG
this volume for publication in the late 1822, which means that he had written it down during 
some of his stays at Kragujevac, that is, between 1820 and 1822. More precisely, in the 
aforementioned letters to Kopitar from 1822,489 .DUDGåLü VSHFLILHV WKH VRQJV KH FRllected 
during his stay at Kragujevac that year. Since he does not mention µ2SHW &UQRJRUFL L
Mahmut-SDãD¶LQWKHVHOHWWHUVLWLVXQOLNHO\WKDWhe wrote it down in 1822. As far as the two 
SUHYLRXV \HDUV DUH FRQFHUQHG .DUDGåLü FROOHFWHG IDU PRUH VRQJV LQ 820 than in 1821,490 
which thus makes the former year the more probable date of the textualization of µ2SHW
Crnogorci i Mahmut-SDãD¶7KLVZRXOGFRUUHVSRQGZLWK=XNRYLü¶VVXJJHVWLRQWKDW.DUDGåLü
could have left out the name of the singer simply because he documented it early and had 
forgotten the name of its singer by the time that he wrote the Introduction.491 In any case, it is 
FHUWDLQ WKDW .DUDGåLü ZURWH GRZQ WKH VRQJ VRPHWLPHV EHWZHHQ  DQG  ZLWK 
being the most probable year of its textualization. 
While the date of the documentation of µ2SHW &UQRJRUFL L 0DKPXW-SDãD¶ can be 
established with some precision, the name of its singer essentially remains a matter of 
speculation. Radosav Medenica raised a claim that the unknown Montenegrin undoubtedly 
OHDUQHGKLVYHUVLRQIURPĈXUR0LOXWLQRYLüDQGWKDWWKLVVRQJUHOLHVRQ0LOXWLQRYLü¶VYHUVLRQ
,W DSSHDUV WKDW WKLV FODLP FDQ EH VXEVWDQWLDWHG WR VRPH H[WHQW 1DPHO\ µ2SHW &UQRJRUFL L
Mahmut-SDãD¶ FRQWDLQV FHUWDLQ GLVWLQFWLYH IHDWXUHV DEVHQW IURP ERWK VRQgs about the 1796 
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 See his letter to Kopitar from 1 December 1820 in Prepiska I (1811-1821), p. 841. 
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 6HH=XNRYLüPogovor, p. 473.  
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battles from Pjevanija DQG IRXQG RQO\ LQ ĈXUR 0LOXWLQRYLü¶V VRQJ µ%RM &UQRJRUDFD V
Mahmut-SDãRP¶ IURP .DUDGåLü¶V FROOHFWLRQ 2QH RI VXFK GLVWLQFWLYH GHWDLOV LV WKH
LGHQWLILFDWLRQRI,EUDKLPDVWKHIXWXUHJRYHUQRURI'XEURYQLNLQµ2SHW&UQogorci i Mahmut-
SDãD¶7KHUHOHYDQWOLQHVLQWKUHHGLIIHUHQWYHUVLRQVDUHJLYHQEHOORZ 
3RVWDYLüXEUDWD,EUDKLPD       'RELMHODJUDGD'XEURYQLND.DGGRÿHPRJUDGX'XEURYQLNX 
X1RYRPHJUDGXELMHORPH>«@       6YHüXMXQDNRJQMHPSRSDOLWL7X KRüHPREUDüR]DSDãLWL 
a sinovca mladoga Mehmeda,        7XüXYUüLEUDWD,EUDKLPD           %DãPRMHJDEUDWD,EUDKLPD 
u Dubrovnik neka gospoduje        Da kraljuje i da gospoduje,           'DSDãXMHLGDJRVSRGXMH 
GDVHRYRQDGDOHNRþXMH       Da VHLMDþXMHPQDGDOHNR           1HNVHþXGRQDGDOHNRþXMH 
µ2SHW&UQRJRUFL¶ (VK, NSP)           µ%RMX0DUWLQLüH¶ (SM)     µ%RM&UQRJRUDFDV0DKPXW-SDãRP¶VK) 
,QWKHWZRVRQJVDERXW WKHVHEDWWOHVIURP6LPD0LOXWLQRYLü¶VPjevanija, these verses 
belonJWRWKHVRQJDERXWWKHILUVW0HKPHW3DVKD¶VFDPSDLJQDJDLQVW%MHORSDYOLüLDQG3LSHUL
IRXJKWLQHDUO\WKH\DUHFRPSOHWHO\DEVHQWIURPWKHVRQJµ1D.UXVH¶ZKLFKGHVFULEHV
his death in the second campaign against the Montenegrins launched later that year. In 
DGGLWLRQ LQ WKH TXRWHG H[FHUSW IURP WKH VRQJ µ%RM X 0DUWLQLüH &UQRJRUDFDK¶, Ibrahim is 
mentioned as the future governor of Novi, while Mehmet is to become the governor of 
Dubrovnik. The same identification is also found in the version from Grlica published in 
 LQ 5DGRMHYLü¶V YHUVLRQ IURP Bosanska vila DQG LQ ERWK YHUVLRQV IURP .DUDGåLü¶V
manuscripts ± WKHRQH WKDWKH UHFHLYHG IURP0DNVLPâNUOLüDIWHUDQG WKH IUDJPHQWDU\
version with only thirty three verses that he wrote down around 1822. In other words, all other 
versions indicate that in local tradition both names were quite firmly fixed and pertained to 
1RYL DQG 'XEURYQLN UHVSHFWLYHO\ ,W WKXV VHHPV SODXVLEOH WR DVVXPH WKDW LW ZDV ĈXUR
0LOXWLQRYLü ZKR PDGH WKLV SHUPXWDWLRQ DQG WKDW WKe singer of µ2SHW &UQRJRUFL L 0DKPXW-
SDãD¶ DGRSWHG LW IURP KLP ,Q DGGLWLRQ LQ ERWK VRQJV WKH FRQFOXGLQJ YHUVH RI 0HKPHW¶V
VSHHFKVRXQGV µ,QDPRUXNRQMDQDSRMLPR¶%HLQJDEVHQW IURPDOORWKHUYHUVLRQV WKLVYHUVH
presents another distinctive feature of these two songs, and the detailed analysis would likely 
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amount to a list of such distinctive similarities. In any case, I think that it is safe to say that 
such a distinctive correspondence between the two songs shows that they do not belong to 
separate lines of oral tradition but stem from the same branch. 
$V LQGLFDWHG /MXERPLU =XNRYLü WULHG WR LGHQWLI\ WKH VLQJHU RI µOpet Crnogorci i 
Mahmut-SDãD¶ DVGHDFRQ/LþLQLü492 +RZHYHUDV,SUHYLRXVO\DUJXHG/LþLQLüspent less than 
four years in Montenegro; it is thus unlikely that in such a short time he could have become 
sufficiently immersed in the local context and oral tradition to be able to perform these songs, 
DQG HTXDOO\ LPSODXVLEOH WKDW .DUDGåLü ZRXOG GHVFULEH KLP DV µDQ 0RQWHQHJULQ¶ µMHGQRJ
&UQRJRUFD¶)XUWKHUPRUH.DUDGåLüIUHTXHQWHG3ULQFH0LORã¶VFRXUWDWWKHWLPHZKHQ/LþLQLü
ZRUNHG WKHUH DV WXWRU WR WKH 3ULQFH¶V FKLOGUHQ DQG ZRXOG WKXV KDUGO\ IRUJHW KLV QDPH
1RQHWKHOHVV WKHIDFW UHPDLQV WKDW/LþLQLüGLGFRPHIURP0RQWHQHJURDQGUHPDLQV WKHRQO\
pRVVLEOHFDQGLGDWHPHQWLRQHGDWWKHWLPHLQ.DUDGåLü¶VFRUUHVSRQGHQFH 
To summarize, while my HDUOLHUGLVFXVVLRQFRQILUPHG.DUDGåLü¶VFODLPVWKDWWKHWZR
songs contain more traditional elements and that he wrote them down from oral performances, 
the last section has showed that they were not adopted by the local oral tradition and 
WUDQVPLWWHG RUDOO\ LQ 0RQWHQHJUR IRU GHFDGHV SULRU WR WKHLU GRFXPHQWDWLRQ E\ .DUDGåLü
1DPHO\ WKH\ ZHUH FROOHFWHG LQ 6HUELD IURP ĈXUR 0LOXWLQRYLü ZKR SUHYLRXVO\ UHVLGHG DW
Cetinje, and in all likelihood some of his anonymous acquaintances in Kragujevac, or deacon 
/LþLQLü OHDUQHG WKLV VRQJ IURP KLP DQG SHUIRUPHG LW WR .DUDGåLü ,Q DQ\ FDVH FRQWH[WXal 
information complies with the previous claims about the nontraditional origin of the songs 
DERXW  EDWWOHV WKHVH VRQJV EHORQJHG WR WKH QDUURZ FLUFOH RI %LVKRS 3HWDU¶V DVVRFLDWHV
who mostly resided at Cetinje, and were certainly not a part of local oral tradition in 
Montenegro at the time or widespread and popular songs in Serbia. The striking similarities in 
expression, exposition, order of the events etc. between the various documented songs, 
                                                 
492
 Ibid., p. 473. 
 224  
showed not only their literary origin but also another essentially nontraditional characteristic 
formulated by Lord ± WKH VLQJHUV¶ DWWHPSW Wo treat the song as a fixed text and to try and 
reproduce it accurately, which is a nontraditional characteristic incompatible with the process 
of oral composition and distribution. 
 
         Beyond Oral Tradition: Pjesn Crnogorska DQG%LVKRS3HWDU¶V6RQJV 
 
The songs about the battles against Mehmet Pasha published by early collectors appear 
to be of literary origin. In the absence of traditional folk songs about these events, the literary 
epic song 3MHVQ &UQRJRUVND SREMHGD QDG VNDGDUVNLP SDãRP 0DKPXWRP %Xãatlijom is the 
only available comparison with alternative presentation of the events from 1796 that could 
provide additional clues on the songV¶ RULJLQDQG WKH%LVKRS¶V LQIOXHQFHRQ WKHVRQJV IURP
.DUDGåLü¶V FROOHFWLRQ 9LNHQWLMH 5DNLü SULRU DW WKH )HQHN Monastery in Vojvodina and 
notable early nineteenth-century Serbian writer, published it in Buda in 1803.493 In addition to 
its literary origin, the song also shows strong tendency towards consecutive rhymed couplets, 
typically found in other literary epic songs written in the manner of oral traditional poetry. 
More precisely, out of 295 ten-syllable lines in total, only around fifteen are not rhymed, 
which clearly shows that the singer aims at achieving consistent rhyming. Moreover, the cases 
of the adjoining verses without rhyme almost exclusively apply to the verses containing 
geographic terms, like: =DWYRULãH/1LNãLüD WYUGD, *RUX ýHUQX/Cetinju, Cetinju/godini, 
Podgorice/vojnika, %MHORSDYOLüH/do podne. In other words, the occasional absence of rhyming 
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knjiga (Novi Sad: Matica Srpska, 1994), pp. 16-27. 
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is not WKHFRQVHTXHQFHRIWKHVLQJHU¶VXVDJHRIRUDOWUDGLWLRQDORUIRUPXODLFH[SUHVVLRQVEXWRI
his inability to match certain toponyms with corresponding rhyming words. 
The importance of this song for this analysis is that besides Bishop Petar, it also 
celebrates the role of the guvernadur -RNR5DGRQMLüLQ WKHWZREDWWOHV ,QDOO OLNHOLKRRG WKH
title of governor was originally assigned to Montenegrins by the representatives of the 
Republic of Venice, which controlled the adjacent coastal territory. 494  By instituting a 
governor, Venice intended to formalize its relations with the neighbouring Montenegrins, to 
improve cooperation on the frontier and to enable the settlement of mutual disputes. The title 
had symbolic significance and its bearers considered themselves official and legitimate 
SROLWLFDO UHSUHVHQWDWLYHV RI 0RQWHQHJUR 7KH 5DGRQMLü IDPLO\ IURP WKH 1MHJXãL WULEH IURP
Cetinje usually held this title from the late seventeenth century and was the most serious local 
ULYDORIWKH3HWURYLüIDPLO\IRUSROLWLFDOFRQWURORYHU0RQWHQHJUR-RNR5DGRQMLüGRXEWOHVVO\
the most distinguished among them, held this title from 1764 until his death in 1802, and 
played an important role in Montenegrin history in the last quarter of the eighteenth century. 
However, as Bishop 3HWDU¶VSROLWLFDO LQIOXHQFHFRQVWDQWO\JUHZRYHU WKHILUVWGHFDGHVRI WKH
nineteenth century, the role of the governor gradually lost its authority and significance. In 
 1MHJRã ILQDOO\ DEROLVKHG LW DQG SURVHFXWHG WKH ODVW guvernadur 9XNR 5DGRQMLü IRU
WUHDVRQ6KRUWO\DIWHUKLVFRQYLFWLRQWKH5DGRQMLü¶VZHUHEDQLVKHGIURP0RQWHQHJURDQGWKHLU
houses burned down. 
Pjesn Crnogorska contains certain duality, in the sense that it acknowledges the 
importance of both the Bishop and the governor Joko, but ultimately identifies the latter as the 
highest political authority. For instance, this duality manifests itself in the correspondence 
between Mehmet and the Montenegrin leaders. Thus, prior to the first battle Mehmet writes to 
the Bishop, who then informs Joko. On the eve of the second combat, however, the vizier 
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sends his letter directly to Joko. In the correspondence, Bishop Petar himself addresses Joko 
DVµFUQRJRUVNDJODYR¶DQG0HKPHWFDOOVKLPµFUQRJRUVNLNUDOMX¶,QDGGLWLRQWKURXJKRXWWKH
song it is JoNRZKRµGLYQRUD]ULMHGLYRMVNX¶µSRVWDYLEXOMXEDãHYRMVFL¶DQGDWWKHHQGµUD]YL
VYLOHQEDUMDN¶DVWKHVLJQRIWKHYLFWRU\495 $VâHNXODUDFLQGLFDWHV 
6YHRYRRþLJOHGQRJRYRULGDDXWRUVPDWUD-RND]DYUKRYQRJNRPDQGDQWDYRMVNH>«@6GUXJH
strane, Petru sHGDMHPMHVWRGXKRYQLNDµGXKRYQDVDPMDSHUVRQDEDQH¶VWLKNRMLåHOLGD
PXGURãüX LEODJRPULMHþMXVPLUL VNDGDUVNRJYH]LUD µGD OMXGLQHJLQX¶3HWDU MH]DQMHJDYLãH
crkveni SRJODYDULµFUQRJRUVNDVODYDLGLND¶ nego komandant i gospodar.496 
Previous consideration enables us to suggest that the songs about the 1796 battles from 
Narodne srpske pjesme and Pjevanija were originally composed shortly after this event. 
Namely, the song celebrating guvernadur -RNR5DGRQMLüDV WKH0RQWHQHJULQPLOLWDU\ OHDGHU
and emphasizing his decisive role in the victory against Mehmet Pasha was published only 
seven years after the two battles took place. If the corresponding songs stressing Bishop 
3HWDU¶V SDUW LQ WKHVH YLFWRULHV ZHUH QRW DOUHDG\ FRPSRVHG DW WKH WLPH WKLV ZRXld certainly 
stimulate the Bishop and his followers to produce and promote such narratives. In addition, 
ĈXUR0LOXWLQRYLü¶VELRJUDSK\VKRZVWKDWKHPRYHGSHUPDQHQWO\WR6HUELDSURSHULQ,W
is far more likely that at the time he already knew the song DERXWWKLVEDWWOHWKDW.DUDGåLüODWHU
collected from him, than to assume that he received it later in written form. Otherwise, it 
ZRXOGEHKDUG WR H[SODLQKRZ.DUDGåLü¶VYHUVLRQDFTXLUHG VRPDQ\RUDO IHDWXUHV LQ VXFK D
short time, and why no other songs about these battles apart from those celebrating 
H[FOXVLYHO\ WKH %LVKRS¶V UROH ZHUH FROOHFWHG IURP WKH V RQZDUGV ,Q VKRUW Pjesn 
Crnogorska offered alternative contemporary interpretation of the battles against Mehmet 
Pasha from the one expressed in the VRQJV DERXW WKLV HYHQW IURP .DUDGåLü DQG 6LPD
0LOXWLQRYLü¶V FROOHFWLRQV 7KLV DGGLWLRQDOO\ VXJJHVWV WKDW WKH VRQJV IURP WKHVH FROOHFWLRQV
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were influenced by the Bishop and promoted by his followers in the first years of the 
nineteenth century already. 
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Chapter 4. Between Traditional and Nontraditional Texts: 
7KH6RQJVRIĈXUR0LOXWLQRYLü&UQRJRUDF 
 
  
 
 
 
 
The three previous chapters defined oral traditional, transitional and nontraditional 
texts and determined the characteristics of five genuinely oral traditional and two transitional 
0RQWHQHJULQ WH[WV LQ .DUDGåLü¶V FROOHFWLRQ 7KLV FKDSWHU IRFXVHV RQ IRXU UHPDLQLQJ
Montenegrin songs from Narodne srpske pjesme WKDW .DUDGåLü ZURWH GRZQ IURP ĈXUR
0LOXWLQRYLü&UQRJRUDF µ3HURYLü%DWULü¶, µ7UL VXåQMD¶ µ3RS/MHãHYLü L0DWLMD -XãNRYLü¶ and 
µPiperi i Tahir-SDãD¶. It will be argued that these songs are still predominantly traditional with 
respect to their oral-formulaic style and local outlook, but that they also contain distinct 
phrases, verses and views that promote national unity, solidarity and cooperation in the 
struggle for national liberation from the Turks. I shall suggest further that these elements of a 
broader perspective are external to oral tradition, and that this literate singer adopted them 
outside the local tradition during his education and under the influence of Bishop Petar. 
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3UHYLRXVFRQVLGHUDWLRQDOUHDG\LGHQWLILHGĈXUR0LOXWLQRYLüDVDGLVWLQFWILJXUHDPRQJ
.DUDGåLü¶V 0RQWHQHJULQ VLQJHUV $V LQGLFDWHG HYHQ WKRXJK 0LOXWLQRYLü ZDV D SURIHVVLRQDO
blind guslar, he differed from other traditional singers since he became literate early in his 
life, later received some formal education and even became a distinguished participant in the 
Belgrade literary life. In addition, the singer already in his youth established cooperation with 
Bishop Petar, and I will suggest further that nontraditional songs composed and promoted by 
the Bishop and/or his associates significantly influenced his views. 
Two out of six songs WKDW.DUDGåLüZURWHdown from ĈXUR0LOXWLQRYLü and published 
in Narodne srpske pjesme were analysed so far. The discussion in the second chapter showed 
WKDWĈXUR0LOXWLQRYLü¶Vµ'LMRED6HOLPRYLüD¶LVDQRUDOWUDGLWLRQDOVRQJThe singer in this case 
did not alter the traditional plot and performed this song as any traditional singer would, and it 
is therefore fully representative of the local oral tradition of the time. In distinction, I argued 
WKDW µ%RM &UQRJRUDFD V 0DKPXW-SDãRP¶ LV D WUDQVLWLRQDO WH[W RI OLWHUDU\ RULJLQ WKDW ĈXUR
0LOXWLQRYLüDGDSWHGWRVRPHH[WHQWWRWKHRUDOSHUIRUPDWLYHPDQQHUDQGVW\OH 
6XEVHTXHQW DQDO\VLV RI WKH IRXU UHPDLQLQJ ĈXUR 0LOXWLQRYLü¶V VRQJV IURP WKH
collection will show that they adopt distinctive lexis and outlook to a certain degree, and 
combine the tribal and local outlook, as a typical feature of the local oral tradition, with a 
broader perspective promoting tribal unity and cooperation in the struggle against the Turks. 
As I will argue, these idiosyncratic elements are coherently and more effectively combined 
DQG LQVHUWHG LQ WKH WUDGLWLRQDO QDUUDWLYH LQ WKH VRQJV µ7UL VXåQMD¶ DQG µPiperi i Tahir-SDãD¶, 
ZKHUHDVLQµ3HURYLü%DWULü¶ DQGµ3RS/MHãHYLüL0DWLMD-XãNRYLü¶ they sometimes collide and 
contradict the prevailing traditional plot. These features were introduced by the singer in order 
to harmonize the traditional plot with the views of national unity that he developed during his 
education, and to present local events as part of the struggle for national liberation. 
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I will therefore argue that these four songs show the first stage of the influence of 
OLWHUDWH FXOWXUH RQ RUDO WUDGLWLRQ 7KH VXEMHFWV WKHPHV DQG VW\OLVWLF GHYLFHV LQ ĈXUR
0LOXWLQRYLü¶VVRQJVDUHVWLOOPRVWO\RUDOWUDGLWLRQDODQGVLPLODUYHUVLRQVRIDOOIRXUVRQJVZHUH
collected throughout the Montenegrin area in this period. This shows that the singer relies on 
the traditional local oral epic songs, and uses oral-formulaic style and phraseology. The 
influence of literate culture on the singer, however, becomes recognizable when we move on 
to the overall level of the represented perspective. Namely, it is argued that in promoting 
national unity and general insurrection against the Turks, the singer most heavily departs from 
the traditional plot. These emerging elements in his songs are still by large expressed in 
traditional style and phraseology, but also contain idiosyncratic features found in other 
contemporary songs of nontraditional origin that previous scholars have attributed to Bishop 
Petar, which enables us to identify these elements with considerable accuracy. 
 
µ3HURYLü%DWULü¶ 
 
7KLVVHFWLRQRIIHUVDQDQDO\VLVRIĈXUR0LOXWLQRYLüµVVRQJµ3HURYLü%DWULü¶ from the 
third book of Narodne srpske from 1823, as another essentially traditional song that reflects 
the particular context of the Montenegrin and Herzegovinian relations. As I already argued, 
the antagonism between the Montenegrin and Herzegovinian tribes was a distinctive feature 
of the social history of the region as well as of the local oral tradition, and previous analysis of 
µ3RS &UQRJRUDF L 9XN .RSULYLFD¶ H[HPSOLILHG WKHVH FKDUDFWHULVWLFV RI WKH 0RQWHQHJULQ
epic.497 
It is indicative that .DUDGåLü KLPVHOI LQ VHYHUDO LQVWDQFHV UHIHUUHG WR WKH VRQJV µ3RS
&UQRJRUDFL9XN.RSULYLFD¶DQGµ3HURYLü%DWULü¶ as illustrative of both local oral tradition and 
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 See: Serensen, Prilog istoriji razvoja srpskog junaþNRJSHVQLãtva, p. 263-76; =XNRYLü9XNRYLSHYDþLL]&UQH
GoreSHWSDVVLP0DWLü1DãQDURGLHSLQDãVWLK, pp. 95-125; 'HUHWLü,VWRULMDVUSVNHNQMLåHYQRVWL, p. 388. 
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these social relations. For example, describing the anarchy on the Montenegrin-Herzegovinian 
frontier in his book Montenegro und die Montenegriner.DUDGåLüsays that the most common 
and popular form of warfare in Montenegro LVµþHWRYDQMH¶attacks launched by small groups 
of warriors that plunder across the adjoining territory under Turkish control.498 Summarizing 
WKHRYHUDOOLPDJHRIWKH0RQWHQHJULQHSLFWUDGLWLRQLQWKHVDPHERRNKHLQGLFDWHGµ3RQDMYLãH
srpsko-crnogorskijeh QDURGQLMHK SMHVDPD SMHYDMX R RYDNYRP þHWRYDQMX¶ DQG VLQJOHG RXW
µ3HURYLü %DWULü¶ DV SDUWLFXODUO\ LOOXVWUDWLYH LQ WKLV UHVSHFW 499 Another mention of the 
antagonisms between the Herzegovinians and Montenegrins is found in his 1862 edition of 
the fourth volume of Srpske narodne pjesme.DUDGåLüPDNHVDFRPPHQWDERXW WKHFRQIOLFW
EHWZHHQ 9XN .RSULYLFD IURP %DQMDQL DQG WKH 0RQWHQHJULQV LQ WKH VRQJ µ3RS &UQRJRUDF L
9XN.RSULYLFD¶DQGVSHFLILHVµ%DQMDQLVHLVDGEURMHX7XUVNXGUåDYXDRWSULMHVXPRUDOLV
TurciPD XGDUDWL QD &UQX JRUX L EUDQLWL VH RG &UQRJRUDFD NDR ãWR VX L &UQRJRUFL þHWXMXüL
RQXGD SR 7XUVNRM VODER UD]OLNRYDOL LPDQMH KULãüDQVNR RG 7XUVNRJD¶ 500  KaraGåLü WKHQ
illustrates this point by reminding us that in the song µ3HURYLü %DWULü¶ µ³RG 7XSDQD 3DQWR´
RSHW%DQMDQLQQLMHVDPRJRYRULRûRURYLüX2VPDQXGD%DWULüDQLSRãWRQHSXãWDåLYDQHJR
JDMHMRãLXELRVDP¶501 $OOWKLVVKRZVWKDWĈXUR0LOXWLQRYLü¶VVRQJµ3HURYLü%DWULü¶VKRXOG
be approached from a particular perspective of the early nineteenth-century epic songs from 
the Montenegrin-Herzegovinian frontier. 
Our analysis will show that the song offers the intersection of two contested 
perspectives. One is dominant in the narrative, and displays ambiguous and complex tribal 
relations and antagonisms between the Montenegrin and Herzegovinian tribes, already 
identified as typical characteristics of the local oral tradition. Another one is the view that 
demands unity and national solidarity among the Christians irrespective of their tribal 
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affiliation. As iQGLFDWHG WKLV SHUVSHFWLYH VWHPV IURP WKH VLQJHU¶V OLIH KLVWRU\ KLV ZLGHU
education and international experience, and his contacts with Bishop Petar. I will show that 
these views of a wider Christian solidarity and unity in this song at one point explicitly 
contradict the traditional tribal outlook that still prevails in the plot. It will therefore be argued 
WKDW µ3HURYLü %DWULü¶ LV VWLOO SUHGRPLQDQWO\ DQ RUDO WUDGLWLRQDO VRQJ WKH YLHZV RI D ZLGHU
Christian solidarity have limited impact on the prevailing traditional plot, and appear to be 
nontraditional elements external to local oral tradition. Finally, I will submit that similar 
features are more frequently adopted in the three remaining songs from KaraGåLü¶VFROOHFWLRQ 
and that in fostering these viewVĈXUR0LOXWLQRYLüRIWHQXVHVWKHSKUDVHRORJ\DQGVW\OHIRXQG
in contemporary local songs attributed to Bishop Petar. 
 
DĈXUR0LOXWLQRYLü¶VYHUVLRQDQG.DUDGåLü¶Vµ1DURGQHVUSVNHSMHVPH¶ 
The opening lines of the song describe the Montenegrin hero 3HURYLü %DWULü being 
FDSWXUHG E\ 2VPDQ ûRURYLü RQ WKH WHUULWRU\ RI WKH %DQMDQL WULEH 7KH KHUR DVNV 2VPDQ WR
spare his life and offers a rich ransom. Osman is ready to accept the offer, but a Christian 
named Panto intervenes to prevent this. His explanation that aOO%DWULü¶VZHDOWKFRPHVIURP
his plundering of the Banjani applies to three realms. In the beginning, Panto articulates what 
we could label as the sphere of luxury and identifies it with the Turks: 
µâWRWLGDMHQHEURMHQREODJR 
Uzeo je blago od Turaka; 
âWRO¶WLGDMHVHGDPGåHYHUGDUD 
6WDNL¶LKMHVNLQXR7XUDND¶502 
On this level, Panto neither claims nor recognizes any direct personal interest that 
would follow from his position of the subjected Christian. His initial address to Osman thus 
aims at those possessions identified with the Turks, which serve as direct displays of social 
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DQG V\PEROLF SUHVWLJH DQG ZHDOWK ,Q RWKHU ZRUGV %DWULü¶V XQIRUJLYDEOH FULPH LV WKDW KH
denies the Turks in their social and military superiority.  
In the second part of his speech, Panto moves on to describe their mutual interests: 
µ³âWRWLGDMHY¶MHQFHLRERFH_2QüHQDãHVQDKHSRYDWDWL_7HüHVNLGDW¶Y¶MHQFHLRERFH´¶.503 
5HIHUULQJWRµRXUVLVWHUV-in-ODZ¶KHH[SRVHV%DWULüDVWKHLUFRPPRQWKUHDW3DQWRDOVRPRYHV
from the past to the future tense, showing that he is less concerned with the righteous 
SXQLVKPHQW RI %DWULü IRU KLV SUHYLRXV FULPHV FRPPLWWHG DJDLQVW WKH 7XUNV WKDQ ZLWK WKH
UHSHUFXVVLRQVRI%DWULü¶VIXWXUHDFWLRQVRQWKHFRPPXQDOOHYHO 
Finally, Panto shows his personal concern for thHVHFXULW\RIKLVRZQIDPLO\µ³âto ti 
GDMH&XFNLQMXURELQMX_7RüHPRMXüHUNX]DURELWL_ 7HMHGDWL]DVHXRWNXSD´¶.504 
7KHUHIRUH3DQWRV\VWHPDWLFDOO\SUHVHQWV%DWULüDVDWKUHDWWRDOOWKHVRFLDOSDUWLFLSDQWV
± he endangers both thHGRPLQDWLRQRIWKH7XUNVDQG3DQWR¶VIDPLO\VHFXULW\7KHLQWHUVHFWLRQ
of the two spheres is recognized on the mediatory tribal level of common identification, as the 
SURWHFWLRQRIµRXU¶VLVWHUV-in-law, i.e. of the females married to our tribesmen. 
The laWHQWVH[XDOFRQQRWDWLRQRIWKHSKUDVHµY¶MHQFHLRERFH¶QHFNODFHVDQGHDUULQJV
LVH[SOLFDWHGLQDQRWKHUVRQJIURPWKHVDPHVLQJHUZKHUHRQHRIWKH7XUNVµYDWD3LYOMDQNH
6USNLQMH _6NLGDQMLPDY¶MHQFHLRERFH _$OMXEL LKVLORPQDVUDPRWX¶505 In other words, to 
reach towards their private belongings also means to claim access to their most intimate 
VSKHUH 7KXV LQ WKH VDPH ZD\ LQ ZKLFK WKH ORVV RI µVHGDP GåHIHUGDUD¶ V\PEROL]HV %DWULü¶V
seizure of their heroic and social status, necklaces and earrings frRPZRPHQ¶VQHFNVIXQFWLRQ
DVDV\QHFGRFKHIRU%DWULü¶VYLRODWLRQRIWKHVSKHUHRISULYDF\RQWKHGHHSHVWOHYHO 
&HUWDLQO\ QHLWKHU WULEDO FRQIRUPLW\ QRU KRVWLOLW\ WRZDUGV %DWULü HUDGLFDWHV WKH
differences between Panto and Osman and their respective social and religious positions. On 
WKHFRQWUDU\%DWULü¶VRIIHUDFWXDOO\LQGXFHV3DQWRWRIRUPXODWHWKHGLIIHUHQFHEHWZHHQWKHP
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and to explicate their separate interests. Their common ground is found in their tribal 
association, which for Panto is the highest effective level of the identification and recognition 
of common interests and the one that marks the horizon of his actions. 
However, we should not overlook the perspective of a broader Christian solidarity that 
appears in this song. Namely, the singer is not indifferent towards this fratricidal bloodshed. 
Thus, although Panto occupies a subject-position and owns a voice, his speech is introduced 
ZLWKWKHFXUVHµ%RJXELRRG7XSDQD3DQWD¶DSSDUHQWO\VWLJPDWL]LQJ3DQWRIRUKLVGLVOR\DOW\
towards the fellow Christians and his collaboration with the Turks. In other words, although 
the higher level of solidarity among the Christians irrespective of their tribal affiliation is not 
operative in the plot, the singer himself recognizes it. This indicates the existence of the 
broader perspective that transcends presented events and unifies Christian characters on the 
higher national level. 
The apparent dissonance between the perspective that seems to be embedded in the 
SORW DQG ZKDW ORRNV DV WKH VLQJHU¶V RZQ YLHZV DSSHDrs as unusual, almost aberrant if seen 
from the light of the canonical approaches to the epic such as those of Hegel and Bakhtin 
GLVFXVVHGSUHYLRXVO\$FFRUGLQJ WR WKHLUYLHZV LQ HSLFZRUOG WKHSRHW¶V VXEMHFWLYLW\ LV VWLOO
inextricably bound with a collective outlook and does not permit an individual, personal point 
of view or evaluation.506 I argued, however, that Hegel and Bakhtin formulated their claims 
on a rather narrow epic material, and that evidences from other oral traditions and 
contemporary studies of Ancient Greek oral tradition do not confirm such strict distinctions. 
In addition, the discussion of the Thersites scene showed that even the Iliad, the main source 
of the Hegelian and Bakhtinian reasoning, allows different points of view to be articulated 
apart from the dominant one, and that they can collide and contradict each other; moreover, 
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that one of these contested perspectives can be privileged in the plot or by the narrator 
through his comments and evaluation of the characters. 
The identification of two contested perspectives in the Thersites scene bears clear 
UHVHPEODQFHWR WKHDERYHDQDO\VLVRIµ3HURYLü%DWULü¶$VLQGLFDWHGWKH WZRSHUVSHFWLYHVLQ
µ3HURYLü%DWULü¶DUHLQFRPSDWLEOH3DQWRLVDFFXVHGRIEHLQJDWUDLWRUEXWDWWKHVDPHWLPH is 
given a voice that explains and justifies his actions, and immediately disqualifies the ultimate 
implicit request and demand for national/religious solidarity that stands behind the curse. In 
RWKHUZRUGV WKHLPPHGLDF\RI%DWULüDVD WKUHDWGLVDEOHVVXch wider association that would 
account for a broader Christian affiliation, and directs Panto towards Osman and their 
association on the tribal level. Certainly, Osman is recognized as privileged in social and 
financial status and wealth. Nevertheless, Panto also expresses certain expectations and 
demands, and reminds Osman of his obligations. Namely, Panto confronts his intention to 
DFFHSW%DWULü¶VRIIHU IRU UDQVRP WKDW LV LQGHHGSURILWDEOH IRU2VPDQ VLQFH LW LQFUHDVHVKLV
personal wealth. However, altKRXJK%DWULüLV2VPDQ¶VFDSWLYH3DQWRGHQLHVKLPWKHULJKWWR
make a sovereign decision over his life and to act solely for his own benefit. Osman is obliged 
to protect the interests of his fellow Turks, of the Banjani tribe, and finally of Panto himself. 
7KXV3DQWRFRQIURQWV2VPDQJLYHVKLVVSHHFKDQGNLOOV%DWULüZLWKRXWZDLWLQJIRUDQDQVZHU
or permission from Osman. 
This scene contains another interesting detail. Namely, Panto is apparently armed, 
which seems to be in contradiction to the one of the fundamental laws of the Ottoman rule, 
ZKLFK IRUELGV µUDMD¶ WKDW LV WKH VXEMHFWHGQRQ-Muslim population, to bear weapons in any 
LQVWDQFH $ EULHI UHIHUHQFH WR DQ DQHFGRWH IURP .DUDGåLü¶V Montenegro und die 
Montenegriner, should offer some clarification of this scene. Describing these peculiar 
relations on the Montenegrin-+HU]HJRYLQLDQ IURQWLHU .DUDGåLü DOVR PHQWLRQV GLVWLQFWLYH
privileges enjoyed by the Herzegovinian Christians: 
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+ULãüDQLRYLMHKNUDMHYDLPDMX]QDWQHSRYODVWLFHMHGQRãWR]DMHGQRV7XUFLPDimaju da se brane 
RG &UQRJRUDFD L GUXJR ]DWR GD QH EL LPDOL X]URND GD XVNDþX X &UQX JRUX 7DNR L]PHÿX
RVWDORJDQMLPDMHGRSXãWHQRGDVYXGDPRJXLüLVRUXåMHPGDPRJXQRVLWLQDMOMHSãHGXJHSXãNH
LVUHEUQMDNHVQRåHP]DSRMDVRPãWRLQDþHXFLMHORM7XUVNRM +ULãüDQLPDQLMHGRSXãWHQR.DGMH
 JRGLQH GRãDR X 1LNãLü WXIHNGåLEDãD 'åHODOXGLQ-SDãH GD SUHGYRGL YRMVNX SURWLY &UQH
JRUH LQDãDR+ULãüDQHGDREDãND ORJRUXMXXSROMX]DSLWD1LNãLüNRJNDSHWDQDNDNYD MHRYR
vojska. Kad mu je kapetan odgovorio µto su +ULãüDQL¶RQXþXGXJQMHYQRSRYLþH µKako se 
PRåHWUSOMHWLGDMHUDMDWDNRQDRUXåDQD"¶.DSHWDQPXRGJRYRULµ0RUDVHWUSOMHWLãWREH]QMLK
QHELVHQLPLWXPRJOLRGUåDWLRQLPLSRPDåXGDþXYDPJUDQLFX¶507 
The historical veracity of this story is open to TXHVWLRQLQJ .DUDGåLü¶V VRXUFHV RI
information were not the Herzegovinian Turks mentioned in the narrative. As indicated, his 
information about Herzegovina came mostly from the distinguished Christians from Grahovo 
and the Drobnjaci tribe. But even if we suppose that the entire story does not have historical 
veracity, it nonetheless still vividly illustrates the cultural perception of the distinctive and 
ambiguous position that the Herzegovinian Christians occupied in relation to both 
Herzegovinian Muslims and Montenegrin Christian tribes. More importantly here, this 
anecdote provides an explanation of the scene in which 3DQWRNLOOV%DWULüZLWKRXWZDLWing for 
2VPDQ¶VRUGHURUSHUPLVVLRQ 
7R VXP XS 3DQWR¶V VSHHFK RIIHUV TXLWH DQ HODERUDWH H[SODQDWLRQ RI WKLs loose tribal 
association that is, for sure, not without its own internal antagonisms and tensions. Contested 
views promoting broader Christian solidarity are far less articulate, and essentially remain 
OLPLWHGWRWKHYHUVHµ%RJXELRRG7XSDQD3DQWD¶ 
ZukRYLüVXJJHVWHGWKDWWKHVLQJHUUHLQWHUSUHWHGWKHWUDGLWLRQDOSORWLQDQRWKHULQVWDQFH
µ7R ãWR RVYHWD LSDN QLMH XVPHUHQD QD QMHJD >3DQWD@ REDVMDYD þLQL QDP VH SULND] RYRJD
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GRJDÿDMDMHGQLPãLULPVKYDWDQMHPLVDYUHPHQLMLPQDFLRQDOQLPRVHüDQMHP¶508  In other words, 
KHFODLPVWKDW3DQWRVKRXOGKDYHEHHQVXEMHFWHGWRWKH3HURYLüV¶UHYHQJHDQGWKDWWKHVLQJHU
excluded this feature from the original plot to avoid further elaboration of the mutual conflicts 
between the local Christians. Although such interpretation would not contradict the previous 
discussion, ethnographic records show that this exclusion is actually the consequence of blood 
UHYHQJH 1DPHO\ DV .DUDGåLü ZULWHV LQ KLV ERRN Montenegro und die Montenegriner from 
µ$NRMHNULYDFNDNDYQH]QDWDQ þRYMHNWRVHQDQMHPXRVYHWDQDURþLWRQHYUãLYHüVH]D
WRELUDNDNYDXJOHGQLMDOLþQRVW¶.509 The same situation is described by famous warrior Marko 
Miljanov in his book 3ULPMHUL þRMVWYD L MXQDãWYD µ7DNYL MH RELþDM ELR L VODERJ VYRJD V
najboljijem da sveWL MHU DNR EL UÿDYRJD XELR ]D RVYHWX UXJDOL EL PX VH¶.510 Therefore, the 
exclusion of Panto from the vengeance is not the consequence of his ethnic and religious 
conformity, but of the incompatibility of his social position and status with the demands of 
blood revenge. In addition, although Panto is formally the killer, it is Osman who cuts off 
%DWULü¶VKHDGDVWKHWURSK\WKXVFODLPLQJWKHFUHGLWIRUKLVGHDWK 
7R VXPPDUL]H 3DQWR¶V YRLFH UHSUHVHQWV WKH SHUVSHFWLYH RI WKH ORFDO RUDO WUDGLWLRQ
confronted with the reality of tribal violence and Turkish presence; it recognizes tribal 
association as the one that potentially protects the household from this immediate danger. The 
curse that falls on Panto, demanding the higher level of recognition of mutual interests and 
national unity, therefore appears here as a separate, external perspective that comes from 
outside that tradition. It collides with the traditional perspective and contradicts it, and offers 
QRVROXWLRQDQGQRUHDODOWHUQDWLYHWR3DQWR¶VSRVLWLRQ. 
2Q D PRUH JHQHUDO OHYHO µ3HURYLü %DWULü¶ FRXOG EH GHVFULEHG DV HVVHQWLDOO\ DQ RUDO
traditional song that contains a single phrase that departs from the traditional plot. Written 
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 =XNRYLü9XNRYLSHYDþLL]&UQH*RUH, p. 143. 
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 .DUDGåLüCrna Gora i Boka Kotorska, p. 44. 
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 Miljanov, Celokupna dela, p. 49. See also: Gerhard Gezeman, ýRMVWYRLMXQDãWYRVWDULK&UQRJRUDFD (Cetinje: 
Obod, 1968), pp. 173-74 [originally published as: Gerhard Gesemann, Heroische Lebensform: zur Literatur und 
Wesenskunde der balkanischen Patriarchalität, Berlin: Wiking Verlat, 1943]. 
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down from the performance of the professional guslar, it leaves no doubt of its oral 
SHUIRUPDWLYHFKDUDFWHU ,QDGGLWLRQ.DUDGåLü¶VDVVRFLDWHVDQG1MHJRã ODWHUFROOHFWHGVHYHUDO
RWKHU VRQJV DERXW 3HURYLü %DWULü IURP ORFDO VLQJHUV ZKLFK FRQILUPV LWV SUHVHQFH DQG
popularity in the Montenegrin oral tradition.511 Furthermore, its style and phraseology are 
entirely traditional and show no signs of literary influence. Even the curse made upon Panto is 
DUWLFXODWHGLQWKHIRUPRIWKHWUDGLWLRQDOIRUPXODµ%RJXELR¶FRPPRQO\IRXQGERWKLQ6RXWK
Slavonic oral tradition in general and in the VRQJVRIRWKHU.DUDGåLü¶VVLQJHUV+RZHYHUWKH
LQIOXHQFHRIWKHLGHDVWKDWĈXUR0LOXWLQRYLüDGRSWHGRXWVLGHWKHORFDORUDOWUDGLWLRQGXULQJKLV
education and cooperation with political leaders, comes to the forefront when we turn to the 
overall level of the perspective and outlook expressed in the song. Therefore, the difference 
EHWZHHQ ĈXUR 0LOXWLQRYLü¶V YHUVLRQ DQG D SXUHO\ WUDGLWLRQDO VRQJ LV UHYHDOHG PRUH LQ LWV
perspective that comes into conflict with the outlook embedded in the traditional plot, than in 
its manner and lexis. 
 
E%H\RQG.DUDGåLü¶VFROOHFWLRQWKH$IWHUPDWKRI3HURYLü%DWULü 
7KH FODLP DERXW WKH FROOLVLRQ EHWZHHQ ĈXUR 0LOXWLQRYLü¶V SHUVRQDO RXWORRN DQG WKH
perspective embedded in the traditional plot can be further exemplified by examining two 
other versions of this song preserved LQ .DUDGåLü¶V PDQXVFULSWV $URXQG  .DUDGåLü
received the song with the same title µ3HURYLü%DWULü¶IURP1MHJRãZKRVXPPRQHGWKHWULEDO
singer Todor Ikov from the Piperi tribe to Cetinje and collected it from him. Finally, 
VRPHWLPHVDIWHU.DUDGåLüUHFHLYHGDQRWKHUYHUVLRQHQWLWOHG¶2SHW3HURYLü%DWULü¶IURP
KLV DVVRFLDWH 9XN 3RSRYLü IURP 5LVDQ =XNRYLü DUJXHG WKDW 3RSRYLü KDG FROOHFWHG LW LQ DOO
likelihood from the Herzegovinian peasant Stojan KanGLü IURP*UDKRYRGXULQJRQHRI WKH
VLQJHU¶VUHJXODUYLVLWVWRWKHPDUNHWLQWKHFRDVWDOWRZQRI5LVDQLQWKH.RWRUED\$V3RSRYLü
                                                 
511
 See: ZukoviüVukovi pevaþi iz Crne Gore, pp. 121-25. 
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LQIRUPV .DUDGåLü KH WXUQHG WR WKH +HU]HJRYLQLDQ WHUULWRU\ EHFDXVH 1MHJRã KDG DW WKH WLPH
started preparing his own collection, and placed all Montenegrin songs under his 
jurisdiction.512 7KLV GLVDEOHG 3RSRYLü WR FRQWLQXH FROOHFWLQJ VRQJV IURP WKH WHUULWRU\ RI 2OG
0RQWHQHJUR¶2VYHWD3HURYLüD%DWULüD¶ DQG¶2SHW3HURYLü%DWULü¶WKXVHQDEOHXVWRFRPSDUH
the two versions articulated almost simultaneously at Cetinje as the political centre, and at 
*UDKRYRRXWVLGH1MHJRã¶VSROLWLFDOFRQWURO 
Both versions deal with the same subject ± 3HURYLü %DWULü LV FDSWXUHG E\ ûRURYLü
Osman. He offers Osman a ransom, but it is declined and he is NLOOHG%DWULü¶VEURWKHUJDWKHUV
a company of men, makes an ambush and catches Osman alive. Now Osman offers a rich 
UDQVRPEXWWKHEURWKHUUHIXVHVLWDQGDYHQJHV%DWULüE\FXWWLQJRII2VPDQ¶VKHDG9HQJHDQFH
is the crucial element of all the versions. AftHU%DWULü¶VPXUGHULWLVWKHIDWKHUZKRGHPDQGV
revenge and reminds his son of its mandatory character. In addition, it is essential that Osman 
is not just killed in an ambush, but that he is beheaded with the full knowledge of who his 
killer is and whom he avenges. However, although both songs share these structural units, the 
presentation of events, evaluation of the characters and overall perspective vary significantly 
in different versions. 
,W LVKDUGO\VXUSULVLQJWKDW7RGRU,NRY¶VYHUVLRQSHUIRUPHGDt Cetinje, shows greater 
appreciation for the Montenegrins. More precisely, it explicitly praises the Montenegrins and 
presents the conflict from a more general level of hostility between the Montenegrins and the 
QHLJKERXULQJ7XUNV/LNHĈXUR0LOXWLQRYLü7RGRU,NRYDOVRGRHVQRWVSHFLI\%DWULü¶VWULEDO
DOOHJLDQFH GHVFULELQJ KLP DW WKH EHJLQQLQJ DV EHLQJ µRG SURVWUDQH ORPQH &UQH *RUH¶
$FFRUGLQJO\ WKH FRPSDQ\JDWKHUHGE\%DWULü¶V EURWKHU LV QRW OLPLWHG WRKLV FODQPHPEHUV
µSRNXSLPODGH&UQRJRUFH¶7KHVLQJHUDOVRVLWXDWHVWKHVWRU\DURXQG1LNãLüZKLFKLVDQXUEDQ
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 .DUDGåLüPrepiska VII (1843-1847), 6DEUDQDGHOD 9XND 6WHIDQRYLüD .DUDGåLüD 3URVYHWD%HRJUDG 
XXVI, p. 35. 
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area inhabited predominantly by a Muslim population, and specifies that only the Turks are 
the subject of the vengeance: 
Ali ide trideset Turakah                            
           2G1LKãLüD, grada bijeloga,                        
>«@ 
&UQRJRUVNHSXãNHSRSXFDOH 
            ,XELãHWULGHVHW7XUDNDK513                            
$VLQ.DUDGåLü¶VSXEOLVKHGYHUVLRQLQWKLVVRQJ2VPDQLVDOVRUHDG\WRDFFHSW%DWULü¶V
offer; here, however, the complaint comes not from a Christian but the local Turks, and has a 
more general character: 
            µâWRWLGDMHRVDPGåHIHUGDUDK 
7RMH%DWULüVNLQXRV7XUDNDK 
âWRWLNDåHGYDQDMHV¶ÿHUGDQDK 
7RVXRQLVEXODKXMDJPLOL¶514 
Therefore, this version refines the revenge that progresses to the level of the 
Montenegrins in general, in the sense of the common denominator for the tribes from the 
territory of Old Montenegro. AdGLWLRQDOO\ ERWK %DWULü DQG KLV DYHQJHUV OLPLW WKHLU DFWLRQV
only to the local Muslims/Turks. Consequently, no Christian characters participate on the 
other side, and no mention is made of the Montenegrin brutality over Herzegovinian 
&KULVWLDQV7KXVWKHJUHDWHVWGLIIHUHQFHRIWKLVYHUVLRQLQFRPSDULVRQWRĈXUR0LOXWLQRYLü¶VLV
the radically different portrayal of the Montenegrins. Contrary to the critique of their 
behaviour in µ3HURYLü Batriü¶IURPNarodne srpske pjesme, here the Montenegrins are openly 
glorified for their heroism. Certainly, the conflict still has only local meaning and importance, 
and its broader national dimension could hardly be recognized. Nevertheless, compared with 
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the previous version, this song evidently consolidates the perspective in the specific context of 
the frontier tribes, dividing the characters into two hostile camps according to their religious 
allegiance and the territory they inhabit. 
Finally, the last version considered here is µ2SHW3HURYLü%DWULü¶FROOHFWHGVRPHWLPHV
after 1846 from a singer from Grahovo, in all likelihood from the pHDVDQW6WRMDQ.DQGLü$V
ĈXUR0LOXWLQRYLüZDVERUQLQ*UDKRYRKLPVHOIWKLVYHUVLRQDSSHDUVWREHHVSHFLDOO\UHOHYDQW
IRU WKH DQDO\VLV RI WKH WUDGLWLRQDO SORW %HLQJ GRFXPHQWHG VHYHUDO GHFDGHV DIWHU ĈXUR
0LOXWLQRYLüOHIWhis hometown, it enables us to compare his performance with another one of 
the singer from the same area. 
1RWDEO\ µ2SHW 3HURYLü %DWULü¶ DV WKH latest documented version contains the most 
H[SOLFLW WULEDO DQWDJRQLVP DPRQJ ORFDO &KULVWLDQV $V PHQWLRQHG LQ  1MHJRã EHJXQ
preparing his collection, and demanded from Montenegrin singers to stop performing their 
VRQJVIRURWKHUFROOHFWRUV)RUWKLVUHDVRQ.DUDGåLü¶VDVVRFLDWH9XN3RSRYLüVWDUWHGVHDUFKLQJ
IRUWKHVRQJVRXWVLGHWKHWHUULWRU\XQGHU1MHJRã¶VFRQWURO 
Collected from a Herzegovinian singer from Grahovo, µ2SHW3HURYLü%DWULü¶ displays a 
certain animosity towards the Montenegrins that we typically find in the earliest documented 
+HU]HJRYLQLDQ VRQJV µ3RS &UQRJRUDF L 9XN .RSULYLFD¶ DQG ¶âHKRYLü 2VPDQ¶ The song 
describes the members oIWKH3HURYLüFODQQRWE\UHIHUHQFHWRWKHLUWULEDODOOHJLDQFHEXWPRUH
JHQHUDOO\DVEHLQJIURP0RQWHQHJURµ*OHGDMXJDPODGL&UQRJRUFL¶>«@_µ3DXWMHþHX*RULFX
&UQX¶ )XUWKHUPRUH WKH VRQJ SUHVHQWV WKH YHQJHDQFH RI %DWULü¶V EURWKHU 9XN DV GLUHFWHG
towards the whole tribe, without explicit differentiation between the Christians and Muslims: 
2QSRNXSLWULGHV¶3HURYLüD 
âQMLPDRGHXSOHPH%DQMDQH 
Na osvetu mila brata svoga. 
 [...] 
2QSRVMHþHWULGHVHW%DQMDQD 
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Sve boljega i valatnijega.515     
However, the brother is still unsatisfied and continues the pursuit for six weeks until 
he finally kills Osman. The song finishes with a seemingly contradictory and unmotivated act. 
2QKLVZD\KRPH9XNPHHWVKLVEORRGEURWKHU0DUNR.RYDþHYLüIURP*UDKRYRZKRDVNV
him if he revenged his brother. Vuk responds:        
           µ-DRVYHWLKPLODEUDWDPRJD 
=DQMSRVMHNRKWULGHVW¶LþHWLUL 
Sve boljega iz Banjana, Marko, 
I donijek sa Osmana glavu, 
$O¶QHQDÿRKX%DQMDQHJODYH 
.DREMHãHX%DWULüDPRJD 
Izvan tvoja, dragi pobratime ± 
'DQDVüXWHERJPHSRVLMHüL 
'DRVYHWLPPLODEUDWDPRJD¶516 
Marko thinks Vuk is joking and offers him a drink, but Vuk cold-EORRGHGO\FXWVRII0DUNR¶V
head and returns to Montenegro. 
It might seem that the demands of blood vengeance offer certain explanation for this 
DFW$VPHQWLRQHGWKHPRUHGLVWLQJXLVKHGWKHPHPEHURIWKHNLOOHU¶VFODQRUWULEHWREHNLOOHG
the more appropriate and heroic the vengeance is. Therefore, the mere multitude of Banjani 
killed is not enough if the revenge fails to find the adequate match for the hero. Only after 
VOD\LQJ0DUNRLV%DWULü¶VEURWKHUVDWLVILHGZLWKWKHTXDOLWDWLYHGDPDJHKHKDVGRQH+RZHYHU
QRUDWLRQDOHFDQWUXO\MXVWLI\WKHNLOOLQJRI0DUNRZKRLVDVLWDSSHDUVDFWXDOO\9XN¶VEORRG
brother from the neighbouring Herzegovinian tribe of Grahovo and, as such, should be 
exempted from vengeance. The fact that they are blood brothers shows that no religious, 
ethnic, national or personal friendship and solidarity can disrupt the brutal economy of 
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Montenegrin blood vengeance. In other words, not even the blood brother from another tribe 
is excluded as a potential foe and the ultimate victim of the Montenegrins. 
In short, the version documented from Grahovo sometimes after 1846 shows typical 
features of the local oral tradition, such as tribal antagonism or hostility between the 
0RQWHQHJULQ DQG +HU]HJRYLQLDQ &KULVWLDQV $V SUHYLRXVO\ GLVFXVVHG ĈXUR 0LOXWLQRYLü¶V
version doubtlessly still displays this antagonism but, in distinction, also contains a certain 
dissatisfaction with such state of affairs in WKH IRUPRI WKHVLQJHU¶V UHPDUN that opposes the 
traditional plot. 
7KLV DOO LPSOLHV WKDW ĈXUR 0LOXWLQRYLü¶V µ3HURYLü %DWULü¶ VKRXOG EH SHUFHLYHG DV
partially reinterpreted oral traditional text. Both its content and outlook are still predominantly 
traditional, which suggests that the singer essentially transmits the local oral tradition. In other 
ZRUGVµ3HURYLü%DWULü¶LVQRWFRPSRVHGDQHZLQDPDQQHURUIRUPRIDQRUDOIRONVRQJE\D
singer well versed in the traditional style. It is a traditional song that circulated as part of the 
local oral tradition. The singer inherited it from the tradition and included it in his repertoire. 
It is only when the traditional perspective contradicts the values adopted by the singer outside 
the local tradition that his nontraditional outlook comes to the forefront. By cursing Panto for 
WKHODFNRIVROLGDULW\WRZDUGVKLVIHOORZ&KULVWLDQĈXUR0LOXWLQRYLüWKHUHIRUHWUDQVIRUPVWKH
song and displaces it from its traditional oral and social context, infusing it with views 
essentially different from the local tribal outlook embedded in the traditional plot. 
The conclusion about the nontraditional origin of these views is further supported by 
WKHHYLGHQFHV IURPĈXUR0LOXWLQRYLü¶VELRJUDSK\ that confirm his cooperation with Bishop 
Petar. They indicate the singer developed certain advanced and modern views, atypical for the 
local oral tradition, and suggest that his acquaintance with Bishop Petar might have played a 
certain role in this respect. The following section sets to investigate the influence of the world 
RIOLWHUDF\HGXFDWLRQDQG%LVKRS3HWDURQĈXUR0LOXWLQRYLüLQIXUWKHUGHWDLO,WLVDUJXHGWKDW
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this impact can be corroborated on an actual textual level. It will be demonstrated that in the 
WKUHHUHPDLQLQJVRQJVĈXUR0LOXWLQRYLüPRUHV\VWHPDWLFDOO\UHLQWHUSUHWV WKH WUDGLWLRQDOSORW
from a broader perspective of Christian unity and solidarity in their struggle against the Turks, 
and uses for that purpose the phrases and themes found in nontraditional contemporary songs 
attributed to Bishop Petar. 
 
µ7ULVXåQMD¶ 
 
$VPHQWLRQHGWKHVRQJµ7ULVXåQMD¶ describes a popular motif, documented in various 
YHUVLRQV DQG SXEOLVKHG E\ .DUDGåLü 6LPD 0LOXWLQRYLü DQG 1MHJRã LQ WKHLU FROOHFWLRQV
WaitinJLQWKHGXQJHRQIRUWKHLUH[HFXWLRQWKUHHKHURHVIURPWKHWULEHVRI3LSHUL9DVRMHYLüL
DQG5RYFLGLVFXVVZKDW WKH\ UHJUHW WKHPRVW:KLOH /LMHã IURP3LSHUL DQG6HODN9DVRMHYLü
mourn for their wives and property, Vuksan from Rovci, like the previously mentioned hero 
âHKRYLü2VPDQ UHJUHWV WKDWKHZLOO µ3RJLQXWLGDQDVEH]]DPMHQH¶517 Later, the executioner 
informs two of the heroes that their tribes have supposedly paid for their ransom and they are 
free to go, and kills them easily when they carelessly come outside their dungeon. Vuksan 
from Rovci, however, manages to deceive the executioner by promising him a rich reward if 
he releases his hands. After killing him and several other Turks on his way, he safely returns 
to Rovci. 
All documented versions are largely congruent, certainly due to the set structure of the 
SORWDQGWKHIRUPXODLFFKDUDFWHURIWKHKHURHV¶VSHHFKHV+RZHYHULWLVVXIILFLHQWWRFRPSDUH
WKHRSHQLQJOLQHVIURPĈXUR0LOXWLQRYLü¶VVRQJZLWKWKHWZRRWKHUYHUVLRQVFROOHFWHGDURXQG
the same time, to see how in his version a broader perspective of Christian and national 
HPDQFLSDWLRQIURPWKH7XUNVFRPHVWRWKHIRUHIURQW7KHYHUVLRQWKDW6LPD0LOXWLQRYLüZURWH
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GRZQIURP9XNRĈXURY5DGRQMLüDQGSXEOLVKHGLQPjevanija practically has the same opening 
DVWKHYHUVLRQRI7RGRU,NRY3LSHUIURP.DUDGåLü¶VPDQXVFULSW 
8FPLOMHãHWULGREULMXQDND=DFPLOMHãHWULQHYROMQLVXåQMD 
U bijelu Skadru na Bojani.518               U tamnicu Skadru na Bojani.519 
,Q GLVWLQFWLRQ WKH ILUVW OLQH RI ĈXUR 0LOXWLQRYLü¶V VRQJ µ3URFYLOMHOH WUL VUSVNH
YRMYRGH¶ DOUHDG\ HPSKDVL]HV WKH QDWLRQDOLW\ RI WKH KHURHV 7KH IROORZLQJ YHUVHV H[SOLFDWH
IXUWKHUWKHLULPSULVRQPHQWDVEHLQJWKHFRQVHTXHQFHRIWKHUHEHOOLRQDQGWKH3DVKD¶VPDOLFH 
-HUVH%UGVNDÿHFDSRVLOLOD 
3DQHGDGXFDUHYLKKDUDþD 
$YRMYRGHSDãDSHYDULR 
Na tvrdu ih vjeru domamio.520 
Ii is implied that this is not simple disobedience or a mutiny against the local Pasha. The 
%UÿDQLUHIXVHWRSD\WKHVXOWDQ¶VWULEXWHWKHUHIRUHGLVREH\LQJDQGGHQ\LQJWKH7XUNish rule in 
toto. 
While these distinctive verses that reinterpret the local event are absent from the other 
YHUVLRQVWKH\DUHIRXQGLQDPRUHHODERUDWHIRUPLQWKHQRQWUDGLWLRQDOVRQJµ%RMX0DUWLQLüH
Crnogoracah s Kara-0DKPXWRP%XãDWOLMRP¶ from Sima MiluWLQRYLü¶VPjevanija attributed to 
Bishop Petar. In his letter to Bishop Petar, Vizier Mahmut explains his intentions to punish 
WKH%UÿDQLIRUWKHLUGLVREHGLHQFHDQGGHVFULEHVWKHLULQVXERUGLQDWLRQDVIROORZV 
Od kada su Brda nastanula, 
To je raja moga baba bila, 
A sad ima doba nekoliko, 
Ka su mi se Brda pohasila, 
Ne daju mi pare ni dohotke, 
,QLNDNYDFDUHYDKDUDþD 
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1RPLþLQH]XOXPSRNUDMLQDK 
Provaljuju dvore i stobore, 
$üHUDMXNRQMHLYRORYH 
Bule robe, a sijeku Turke,  
,üHUDMXRYFHLMDJDQMFH 
ĈXUR0LOXWLQRYLüDSSURSULDWHVRQO\VHYHUDOYHUVHVIURPWKLVGHYHORSHGDQGDGYDQFHG
SUHVHQWDWLRQRIWULEDOLQVXUUHFWLRQµ-HUVH%UGVNDÿHFDSRVLOLOD¶FRUUHVSRQGVZLWKµ.DVXPLVH
%UGDSRKDVLOD¶DQGµ3DQHGDGXFDUHYLKKDUDþD¶ZLWKµ1HGDMXPLSDUHQLGRKRWNH | i nikakva 
FDUHYD KDUDþD¶ 1RQHWKHOHVV KLV FRXSOHW SUHVHUYHV WKH PHVVDJH DERXW WULEDO UHEHOOLRQ DQG
insubordination to the Turks in general. 
In addition, while the two other versions simply state that the heroes are imprisoned, 
ĈXUR 0LOXWLQRYLü HPSKDVL]HV WKDW WKH 3DVKD FDXJKW WKHP µQD YMHUX¶ 7KLV PHDQV WKDW KH
invited them to negotiate with the promise of good faith, granting them hospitality and 
security with his word and honour. The violation of these universal and sacred codes of 
behaviour thus dishoQRXUVDQGGHKXPDQL]HVWKH3DVKD¶VFKDUDFWHU LQ WKHVRQJ)XUWKHUPRUH
as its highest local representative, the Pasha personifies Turkish rule in general, which 
VXJJHVWV LWV WUDLWRURXV DQG LQKXPDQH QDWXUH ,Q VKRUW WKH RSHQLQJ OLQHV RI WKH VRQJ µTri 
VXåQMD¶ are effectively used to elevate the local event to the more general context of the fight 
for national emancipation from the Turkish domination. 
 
µ3RS/MHãHYLüL0DWLMD-XãNRYLü¶ 
 
The use of the same stylistic devices in the opening lines, with the purpose of 
transforming the traditional story of local importance into a narrative of national liberation, 
PDUNV WKH VRQJ µ3RS /MHãHYLü L 0DWLMD -XãNRYLü¶. In addition, this song offers another 
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reference to the phraseology and ideology of the nontraditional songs attributed to Bishop 
Petar. 
$YHUVLRQRIWKLVVRQJ6LPD0LOXWLQRYLüZURWHGRZQµRG1LND.UNHOMLQDVD6UHWQMHX
%MHORSDYOLüLPD¶ DQG SXEOLVKHG LQ KLV Pjevanija XQGHU WKH WLWOH µ2VYHWD¶521 3ULHVW /MHãHYLü
LQIRUPV 'XNH 'UDJLãD IURP 8SSHU 0RUDþD WKDW ,EUR +DMURYLü WKH NLOOHU RI 'UDJLãD¶V VRQ
FDPH WR 3LYD WR FROOHFW WULEXWH 'XNH 'UDJLãD EULQJV DORQJ 0DWLMD -XãNRYLü DQG IHZ RWKHU
FRPUDGHVVHFUHWO\FRPHVWR3LYDDQGDYHQJHVKLVVRQE\FXWWLQJRII,EUR¶VKHDGDQGNLOOLQJ
his companions. The function of priest /MHãHYLü LQ WKLV YHUVLRQ LV VLPSO\ WR GLVWULEXWH
LQIRUPDWLRQ+HDGGUHVVHV'UDJLãDDVKLVEORRGEURWKHUDQGSUHVXPDEO\VHUYHVDV WKHORFDO
ally of the uskoci ,QDGGLWLRQSULHVW/MHãHYLüVHQGVDOHWWHUWRSULHVW0LORYDQIURP/MHYLãWD
who then informs tKH'XNHDERXWLWVFRQWHQWµWHPXSRSHNQMLJXSURXþLR¶$SSDUHQWO\WKH
ORFDO VLQJHU DVVXPHV WKDW 'XNH 'UDJLãD LV LOOLWHUDWH DQG XVHV WKH SULHVWV WR PRWLYDWH WKH
circulation of the information. 
ĈXUR 0LOXWLQRYLü¶V VRQJ LQ GLVWLQFWLRQ H[FOXGHV WKHVH SHUVonal reasons and gives 
nobler motives to the avengers. They are invited in the name of national solidarity to protect 
Serbian men and women from Turkish brutality. The priest complains to his godfather Matija 
-XãNRYLü WKDW WKH YLROHQFH RI 3DVKD ýHQJLü ZKR came to collect the tribute, has become 
unbearable. For fifteen days, the priest is forced to host and feed the Pasha and his company. 
,Q DGGLWLRQ SULHVW /MHãHYLü GHVFULEHV VHYHUDO H[WUHPH DFWV RI 7XUNLVK EUXWDOLW\ DJDLQVW WKH
ORFDO &KULVWLDQV $LURYLü ,EUR µJOREL SUHNR PMHUH OMXGH¶ EH\ 8VLFD µYDWD 3LYOMDQH MXQDNH _
8]LPDLPVMDMQHGåHIHUGDUH¶DQG1DUJLOD$OLMDµYDWD3LYOMDQNH6USNLQMH_6NLGDQMLPDY¶MHQFH
LRERFH_$OMXELLKVLORPQDVUDPRWX_7RMHPHQH]D]RULVUDPRWD¶522 The priest, therefore, 
mentions at first the brutality of the Turkish authorities towards him, but describes it as the 
least painful. Progressing to the description of brutality towards others, he expresses solidarity 
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for his tribesmen. However, this exploitation in the economic sphere is presented as far lesser 
than the derogation enforced on the symbolic level. The priest describes the confiscation of 
weapons from the local heroes as an especially violent and infamous act, which dishonours 
and emasculates them in their heroic and social status. Finally, as the ultimate crime the priest 
depicts sexual violence committed against the females. Placed after three acts of brutality 
committed by Turkish masters, this motif of sexual harassment achieves particular effect and 
force. The priest would be ready to forgive all forms of violence except the last one. On this 
level, all local and tribal reasons and motives are superseded. The point in question is 
µ3LYOMDQNH6USNLQMH¶± this is the ultimate demand for national solidarity. 
AnalogoXVO\ WKH 3DVKD¶V SHUVRQDO SDUWLFLSDWLRQ LQ WKH FROOHFWLRQ RI WULEXWH DQG WKH
LGHQWLILFDWLRQRIRWKHUGLVWLQJXLVKHG7XUNLVKUHSUHVHQWDWLYHVLQWKHVRQJµ3RS/MHãHYLüL0DWLMD
-XãNRYLü¶ aim to show the systematic character of Turkish violence, which is orchestrated 
from a high position and performed by them all. Consequently, there is no mention that Ibro 
NLOOHG 0DWLMD¶V VRQ ± WKDW ZRXOG XQGHUPLQH KLV PRWLYHV WR UHVSRQG WR WKH SULHVW¶V SOHD DQG
reduce them to personal revenge. Furthermore, the priest emphasizes that their action will be 
YDOXHGDQGUHFRJQL]HGE\RWKHUORFDOKHURHVDVZHOOµ$RVWDOL3LYOMDQLMXQDFL_ýLQLüHWLGRþHN
L SRãWHQMH¶523 7KHUHIRUH DOWKRXJK WKH SULHVW SURPLVHV D ULFK ILQDQFLDO UHZDUG µGYLMH NHVH
EODJD¶WKHLUDFWLRQLVSUHVHQWHGLn the first place as morally and symbolically valuable. Thus 
in distinction to Niko Krkeljin, who motivates the killing of Ibro as personal revenge without 
DQ\ZLGHUPHDQLQJDQGVLJQLILFDQFHĈXUR0LOXWLQRYLüRIIHUVDQHODERUDWHSLFWXUHRI7XUNLVK
brutality and portrays his characters as being sympathetic with their compatriots. This gives 
nobler motivation to their actions that follow primarily from a wider Christian and national 
solidarity. 
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+RZHYHU WKH DFWLRQV RI 'UDJLãD DQG KLV FRPSDQ\ DUH QRW ZLWKRXW D more prosaic 
PRWLYDWLRQ$VPHQWLRQHGWKHSULHVWLQKLVOHWWHUDOVRSURPLVHVWKHPµGYLMHNHVHEODJD¶DIWHU
the successful killing. Consequently, when one of the Turks manages to survive the ambush 
and runs away with the tribute, the company decides not to risk capturing him since they will 
be paid by the priest. 
The hiring of the company to perform the assassination and the identification of 
/MHYLãWDDQG8SSHU0RUDþDDVWKHGHVWLQDWLRQRIWKHOHWWHUDUHFOHDUUHIHUHQFHVWRWKH8VNRFL
tribe. Certain basic IDFWV DERXW WKLV SDUWLFXODU FRPPXQLW\ WKURZ DGGLWLRQDO OLJKW RQ ĈXUR
0LOXWLQRYLü¶V SRHWLF SUHVHQWDWLRQ 7KH 8VNRFL ZHUH UHIXJHHV IURP SUHGRPLQDQWO\
+HU]HJRYLQLDQUHJLRQVXQGHU7XUNLVKUXOHZKRVHWWOHGLQ/MHYLãWDDQGWKHQJUDGXDOO\IRUPHG
a separate tribHLQWKH8SSHU0RUDþDUHJLRQ524 7KHUHDV.DUDGåLüVD\VWKH\EXLOWKRXVHVLQ
which they lived during the winter season with their families, while during the summer they 
organized companies throughout Herzegovinian regions under Turkish control.525 From the 
middle of the eighteenth century until the formal recognition of the Herzegovinian tribes as an 
official part of the Montenegrin state in 1878, they constantly organized attacks on Turkish 
territory, hardly differentiating between the Turks and the Christians. These raids were, for 
instance, the subject of the aforementioned correspondence between the Herzegovinian 
DUFKLPDQGULWH $UVHQLMH *DJRYLü DQG %LVKRS 3HWDU ZKR GHVFULEHG 8VNRFL DV µOMXGL ]OL L
EH]ERåQL>@RQLQHSD]HVYRMXEUDüXLQHVSRPLQMXWXUVNLMDUDPNRJDVXãWRMHUHüLMRãMXþH
QRVLOL L NRJD QMLKRYD EUDüD L GDQDV QRVH QD YUDW¶526 .LOLEDUGD IXUWKHU H[SODLQV µ0RUDþNL
XVNRFL þHVWR VX UHDOL]RYDOL RVYHWX SRMHGLQLK OMXGL NRML QLMHVX PRJOL MDYQR GD VH RVYHWH
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Turcima. Ponekad i pojedini separatno rDVSRORåHQL 7XUFL NRULVWLOL VX XVNRþNH XVOXJH ]D
REUDþXQVDGUXJLP7XUFLPDVYRMLPULYDOLPD¶527 
 In the remainder of the song, however, certain elements of the plot that suggest the 
affiliation of local Christians and Muslims come into contradiction with the previously 
established irreconcilable hostility between the Serbs and the Turks. Thus, after their stay at 
SULHVW/MHãHYLü¶VKRXVHKROG WKH7XUNVUHVLGHµ.RGELMHOHFUNYHPDQDVWLUD _82UDãMXPMHVWX
SLWRPRPH_.RGLJXPQD*DJRYLü-$GåLMH¶,528 and move afterwDUGVWRWKHKRPHRIWKH3DVKD¶V
µNPHW¶%DMR%DOHWLü/LNH2VPDQâHKRYLü DQGKLVFRPSDQ\ZKRYLVLWRQHRIGLVWLQJXLVKHG
Christians in the area, the hosts in this song are also eminent local representatives. However, 
ZKLOHSULHVW/MHãHYLüGHVFULEHVWKHLUVWay as a burden and orders their assassination, relations 
ZLWK %DMR %DOHWLü DUH YHU\ GLIIHUHQW 7KH 3DVKD GHVFULEHV KLP WR KLV FRPSDQLRQV DV µPLOD
NPHWD VYRJD¶ DQG UHFHLYHV D IULHQGO\ ZHOFRPH µWX JD %DMR GRþHNDR GLYno, | Dade njemu 
NRQDNLYHþHUX¶.529 Furthermore, Bajo and his Golijani accompany the Turks through the area 
to protect them from the possible attack of the hajduks. 
7KLV HSLVRGH FRQWDLQV VWUXFWXUDOO\ VLPLODU FRPPHQW WR WKH SKUDVH µ%RJ XELR¶ IURP
µ3HURYLü %DWULü¶ $V LQGLFDWHG WKH UHODWLRQV EHWZHen Bajo and the Turks are apparently 
GHVFULEHG LQ IRUPXODLF H[SUHVVLRQV WKDW VXJJHVW IULHQGO\ UHODWLRQV VXFK DV µPLOD NPHWD¶
µGRþHNDR GLYQR¶ µGDGH QMHPX NRQDN L YHþHUX¶ +RZHYHU RQFH WKH 7XUNV GHFLGH WR UHOHDVH
WKHLU HVFRUW WKH VLQJHU HPSKDVL]HV µ7R MH%DMR MHGYDGRþHNDR¶1 This, conversely, suggests 
%DMR¶VLQYROXQWDU\DQGIRUFHGFRRSHUDWLRQZLWKWKHORFDO7XUNVDQGWKXVDSSHDUVWRFRQWUDGLFW
the previous description of their friendly relations. 
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In addition, the Turks show appreciation towards their subjects. Ibro expects that many 
ORFDOSHDVDQWVZLOOFRPSODLQDJDLQVWWKHYLOODJHUVRIKLVIHXG.RUDYOMLFHDQG'HOHXãDZKHQKH
arrives in the region of Gacko to collect the tribute. He pleads with the Pasha to spare them: 
µ.XPLP WHEH %RJRP LVWLQLMHP _ %RJom kumim, a ruku ti ljubim, | Nemoj kmeta koga 
L]JXELWL¶530 This episode is apparently incompatible with the framework established in the 
RSHQLQJ OLQHV RI WKH VRQJ $UWLFXODWHG LQ D VDFUHG IRUP KLV SOHD LQGLFDWHV ,EUR¶V VLQFHUH
concern for his subjects, which goes beyond his property concerns and rights. Finally, while 
WKHSULHVW SRUWUD\V WKH 7XUNV¶EUXWDOLW\ DQGH[SORLWDWLRQDV WKH VROHSXUSRVHRI WKHLUYLVLW LW
IROORZV IURP ,EUR¶V ZRUGV WKDW WKH 3DVKD DOVR SHUIRUPV OHJLVODWLYH IXQFWLRQ 1DPHO\ LW LV
implied that he will be addressed by the locals and expected to hear their complaints and 
arbitrate in their disputes. All this apparently contradicts the presentation of Turkish brutality 
RYHUWKHLU&KULVWLDQVXEMHFWVGHVFULEHGLQWKHSULHVW¶VOHWWHUDWWKHbeginning. 
7R VXP XS µ3RS /MHãHYLü L 0DWLMD -XãNRYLü¶ LOOXVWUDWHV ĈXUR 0LOXWLQRYLü¶V SRHWLF
approach in its essence. Typically, in the opening lines the singer develops a broader 
framework, promoting the ideas of Christian and national solidarity and cooperation, in order 
to elevate minor local conflicts to a broader level of the struggle for national emancipation 
from the Turkish domination. Secondly, the singer intervenes to correct the traditional plot in 
the moments when it collides with these ideas of a wider Christian solidarity and hostility 
WRZDUGV WKH7XUNV DQGHPSKDVL]HV%DMR¶V LQYROXQWDU\H[WRUWHGDVVRFLDWLRQZLWK WKH7XUNV
However, as the singer does not exclude the characters involved with the Turks and preserves 
the traditional plot, this creates inconsistencies and contradicts the previously established 
picture of enmity between the Turks and the Serbs that he has introduced in the opening lines 
of the song. This manifests itself as the duality between, on the one hand, the external 
perspective that promotes a broader Christian and national solidarity and hostility towards the 
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Turks and, on the other hand, the traditional outlook of tribal antagonism, which, as discussed, 
is typically much more ambiguous and without such clear-cut distinctions between the local 
communities. This dualism is especially apparent if the opening presentation of Turkish 
sadism over the local Christians is juxtaposed to those elements in the plot that describe Pasha 
as a legitimate representative expected to perform legislative and administrative functions, the 
affiliation between the local Christians and Turks and the appreciation of the latter for their 
Christian subjects. 
 
µ3LSHULL7DKLU-SDãD¶ 
 
7KH ODVW UHPDLQLQJ ĈXUR 0LOXWLQRYLü¶V VRQJ LQ .DUDGåLü¶V Narodne srpske pjesme, 
HQWLWOHGµPiperi i Tahir-SDãD¶, shows a greater impact of both his ideas of a broader national 
solidarity and cooperation and the distinctive phraseology found in the nontraditional 
contemporary songs attributed to Bishop Petar. Like the two songs about the battles against 
Mehmet Pasha, it contains clear anti-Turkish sentiment and describes a larger conflict 
between the local Christians and Muslims. However, the scope and implications of the 
ILJKWLQJ LQ WKH VRQJ µ3LSHUL L 7DKLU-SDãD¶ differ from the perspective expressed in the two 
VRQJV DERXW WKH  EDWWOHV $V =XNRYLü LQGLFDWHV WKH ILUVW SUHVHQWV RQO\ WKH FRQIOLFW
between one tribe and the pasha, whereas the songs about the battles against Mehmet Pasha 
describe the clash between the vizier and the religious and political representative of all the 
Montenegrins.531 1HYHUWKHOHVVWKHDSSDUHQWZLGHUQDWLRQDOFDXVHDQGSHUVSHFWLYHRIµ3LSHULL
Tahir-SDãD¶ KDYH DOVR EHHQ UHFRJQL]HG 6YHWR]DU .ROMHYLü GHVFULEHV WKLV VRQJ DV
µGUDPDWL]RYDQ QL] VXNRED NRML QRVH YHOLNH WHPH QDFLRQDOQH LVWRULMH¶ DQG VHHV LW DV WKH
0RQWHQHJULQFRXQWHUSDUWRI WKHSURJUDPPDWLF IRONVRQJµ3RþHWDNEXQHSURWLYGDKLMD¶DV WKH
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highest expression of the ideology of the Serbian Uprising.532 As I will argue in the following 
pages, this EURDGHU SHUVSHFWLYH RI µPiperi i Tahir-SDãD¶ ODUJHO\ UHVXOWHG IURP WKH VLQJHU¶V
explicit and systematic appropriation of stylistic features of nontraditional origin.  
µ3LSHUL L7DKLU-SDãD¶GHVFULEHV WKHUHIXVDORI WKH3LSHUL WULEH WRSD\ WKH WULEXWH WR WKH 
local pasha in Podgorica, and his subsequent defeat in an attempt to overcome them in battle. 
In essence, the song portrays a local event and stays limited to its local context: the decision 
DERXWWKHUHMHFWLRQRISDVKD¶VGHPDQGVLVUHDFKHGDWWKHWULEDOassembly, and the song finishes 
with the commemoration and praise of the fallen tribal heroes. Accordingly, the victorious 
WULEDO IRUFH FRQVLVWV RI VL[W\ ZDUULRUV LQ WRWDO ZKHUHDV WKH QXPEHU RI WKH SDVKD¶V VROGLHUV
remains unspecified. 
As in other MilutinRYLü¶VVRQJVWKHUHDUHFHUWDLQHOHPHQWVLQµ3LSHULL7DKLU-SDãD¶WKDW
present these local events from a more general level of national emancipation from the 
Turkish domination. This broader perspective can be exemplified most clearly with the lines 
that celebrate the victory of the Piperi as a triumph of the Cross over the Crescent: 
5LãüDQVNDVHSRVLOLODYRMVND 
 Kao, brate, ko je zadobio; 
A Turska se prepanula vojska, 
Kaonoti ko je izginuo.533 
The similarity between some of the verses in this song and the manner, style and 
phraseology of the songs attributed to Bishop Petar has also been noticed. According to 
=XNRYLüWKLVVRQJµLSRL]UD]XDLSRRVQRYQRMLGHMLSRGVHüDQDSHYDQMHYODGLNH3HWUD,LWR
SUH VYHJD QD QMHJRYX SHVPX Ä%RM &UQRJRUDFD V 0DKPXW-SDãRP %XãDWOLMRP´¶534 The two 
songs contain a whole series of the same verses: 
3DãDSDGHQD'ROMDQHUDYQH   6QMRPHGRÿHQD'ROMDQHUDYQH 
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.UDM=ODWLFHYLãH3RGJRULFH   .UDM=ODWLFHYLãH3RGJRULFH 
7XMHSDãDWDERUXþLQLR    7XMHSDãDWDERUXþLQLR 
I raspeo ELMHORãDWRUMH    ,UDVSHRELMHORãDWRUMH 
[...]      [...] 
3RURELüXPDORLYHOLNR    3RURELüXPDORLYHOLNR 
Izgorjeti ognjem svekoliko.   Izgorjeti ognjem svekoliko. 
[...]      [...] 
Od Boga je velika grijota,   Od Boga je velika grijota, 
A od ljudi pokor i sramota.535   A od ljudi pokor i sramota.536      
    µ3LSHULL7DKLU-SDãD¶µ%RM&UQRJRUDFDV0DKPXW-SDãRP¶ 
6LQFH ERWK VRQJV .DUDGåLü ZURWH GRZQ IURP ĈXUR 0LOXWLQRYLü FHUWDLQ VLPLODULWLHV
might be expected. HowevHUVLPLODUOLQHVDUHDOVRIRXQGLQWKHWZR%LVKRS3HWDU¶VYHUVLRQV
RI WKH VRQJV DERXW WKH EDWWOHV DJDLQVW 0HKPHW 3DVKD IURP 6LPD 0LOXWLQRYLü¶V Pjevanija, 
GRFXPHQWHGZLWKRXWWKHPHGLDWLRQRIĈXUR0LOXWLQRYLü 
3RURELüXPDORLYHOLNR    A porobit malo i veliko  
$VDåHüLRJQMHPVYHNROLNR  >«@ 
>«@      3DSRGLåHLRNXSLYRMVNX 
1DGROMDQHYLãH3RGJRULFH   1D'ROMDQHYLãH3RGJRULFH 
7XUD]DSHELMHOHþDGRUH               7XMHYH]LUWDQERUXþLQLR 
,WXVLODQWDPERUXþLQLR    ,]HOHQLãDWRUUD]DSHR 
          µ%RMX0DUWLQLüH&UQRJRUDFDK¶)                    µ1D.UXVH¶) 537 
In addition, this song contains a similar motif of Turkish brutality towards local women as the 
VRQJ µ3RS /MHãHYLü L 0DWLMD -XãNRYLü¶ /LNH 3ULHVW /MHãHYLü WKH 3LSHUL WULEH DUH Zilling to 
fulfil any demands by their pasha except to send him their girls as a tribute. However, while in 
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 .DUDGåLüSrpske narodne pjesme IV, pp. 42-43. 
536
 Ibid., p. 70-71. 
537
 6HH1MHJRãOgledalo srbskoS0LOXWLQRYLüPjevanija, p. 682-$OVR%DQDãHYLüPesme o najstarijoj 
crnogorskoj istoriji, pp. 282-85. 
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WKHSUHYLRXV VRQJ WKHSULHVW VD\VRQO\ WKDW µWR MHPHQH]D]RU L VUDPRWD¶ LQ µPiperi i Tahir-
SDãD¶ the refusal is articulated in a more elaborate form:  
µ$O¶ãWRãOMHWHRVDPÿHYRMDND 
Od Boga je velika grijota, 
A od ljudi pokor i sramota: 
Bolje nam je svima izginuti, 
1RX7XUNHGDYDWLÿHYRMNH¶ 
7KHFODLPDERXW WKHVLPLODULWLHVEHWZHHQµ3LSHUL L7DKLU--SDãD¶ and the contemporary 
songs of literary origin influenced by Bishop Petar can be further exemplified by a 
FRPSDULVRQEHWZHHQĈXUR0LOXWLQRYLü¶V VRQJDQG µ%RMQD2QRJRãWXJRGLQH¶ µ%RMQD
2QRJRãWX¶LVRQHRIVL[VRQJVWKDW.DUDGåLüUHFHLYHGIURP&HWLQMHLQDQGLGHQWLILHGDV
%LVKRS 3HWDU¶V FRPSRVLWLRQV DQG 6LPD 0LOXWLQRYLü DQG 1MHJRã DOVR SXEOLVKHG VLPLODU
versions of it in their collections without providing information for its singer. As I argued, 
HYHQLIWKHVHVRQJVIURP.DUDGåLü¶VPDQXVFULSWVZHUHQRWDFWXDOO\ZULWWHQZRUG-for-word by 
the %LVKRS KLPVHOI WKHLU OLWHUDU\ RULJLQ DQG KLV LQIOXHQFH RQ WKHP DUH DSSDUHQW µ%RM QD
2QRJRãWX¶FRQWDLQVDVLPLODUUHTXHVWIURPWKHORFDO3DVKDWR%LVKRS3HWDUWRSD\WKHWULEXWH
DQGWKH3DVKD¶VODVWGHPDQGLVWKDWWKHPRVWEHDXWLIXO0RQWHQHJULQJLUOVDUe sent to him. As in 
µPiperi i Tahir-SDãD¶, in this song this is also the actual reason for the refusal of the demand.538 
1DPHO\ WKH%LVKRSZDUQV WKH0RQWHQHJULQV WKDW LI WKH\DFFHSW WKHGHPDQGVµVORERGH LPDWL
QHüHPR _QLMXQDþNHJODYHQLSRãWHQMD _QHJRüHPRXYHNRVWDQXWL | pod sramotom u nevolju 
WHãNX¶. Responding to this warning, one of the Montenegrin headers uses similar lines as the 
KHURIURPµPiperi i Tahir-SDãD¶µMHUVDPYROL L]JXELWLJODYX _QHJVUDPRWQRYLMHNYMHNRYDWL¶
These parallelisms suggest that both singers used common motifs in a largely corresponding 
way, in order to elevate local events to the more general level of the unified struggle against 
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 .DUDGåLüSrpske narodne pjesme IV, pp. 236-1MHJRãOgledalo srbsko, pp. 130-34. 
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the domination of the local Turks, and to emphasize its wider political dimension and 
importance. 
In addition to such structural and lexical parallelisms, there are other indicators that 
WKHVHHOHPHQWVZHUHQRWDQLQWHJUDOSDUWRIWKHWUDGLWLRQDOSORW9LGR/DWNRYLüQRWLFHGFHUWDLQ
geographical inaccuracies in the song; as he argued, these mistakes in the name of the local 
clans and places suggest that the singer was unfamiliar with the region where the battle 
actually took place. 539 +RZHYHU SUHYLRXV FRQVLGHUDWLRQ VKRZHG WKDW ĈXUR 0LOXWLQRYLü
typically reinterprets the traditional plot and supplies local events with a wider meaning and 
importance by introducing certain verses in the opening lines. The geographical misplacement 
LV WKHUHIRUH QRW QHFHVVDULO\ WKH FRQVHTXHQFH RI WKH VLQJHU¶V XQIDPLOLDULW\ ZLWK ORFDO
topography, but of his poetic approach. Comparison of this song with the version that Sima 
0LOXWLQRYLü FROOHFWHG IURP WKH ORFDO VLQJHU 0DUNR *RMNRY %MHORSDYOLü IURP 6UHWQMD DQG
published in Pjevanija XQGHU WKH WLWOH µ%UÿDQL¶ appears to confirm this point. None of the 
above elements is found in this song. Thus, while it accurately identifies places and 
FKDUDFWHUVWKHUHLVQRPHQWLRQRIHLWKHUWKHSDVKD¶VUHTXHVWWR3LSHULWRVHQGWKHLUZRPHQDV
WKH WULEXWH RU DQ\ ZLGHU LGHQWLILFDWLRQ RI WKH WURRSV DV µ5LãüDQVND YRMVND¶540 In addition, 
µ%UÿDQL¶ Iinishes with the conversation between Piperi and the local Turks after the battle. 
After counting their deads, they end the talk with the aphoristic and reconcilable conclusion 
µQR¶YDNRVHQLJGHQHVUHWDOL¶541 In other words, what is missing from the Pjevanija version is 
precisely this image of general Turkish brutality and immorality, especially emphasized by 
WKHLUVH[XDOGHPDQGVIRU&KULVWLDQZRPHQLQĈXUR0LOXWLQRYLü¶VVRQJ,Qµ%UÿDQL¶, the local 
pasha makes no such claim. He demands the tribute and wants several tribal representatives to 
be brought to him as hostages and as economic and symbolic signs of tribal subjection. 
Accordingly, the aphoristic ending of the Pjevanija version simply establishes his failure. 
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 /DWNRYLü.RPHQWDULLREMDãQMHQMD, p. 494. 
540
 0LOXWLQRYLüPjevanija, pp. 331-33. 
541
 Ibid., p. 333. 
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However, there are no indices that either their neighbouring relations or the general regional 
political constellation are seriously questioned or reversed. All this strongly suggests that the 
elements of a wider perspective, which gives more general meaning and importance to the 
local event in WKHVRQJµ3LSHULL7DKLU-SDãD¶DUH0LOXWLQRYLü¶VSHUVRQDOFRQWULEXWLRQDQGWKDW
in reinterpreting the local epic tradition he uses distinctive phrases and themes of 
nontraditional origin. 
,Q VKRUW IRXU VRQJV WKDW .DUDGåLü ZURWH GRZQ IURP ĈXUR 0LOXWLQRYLü µ3HURYLü
%DWULü¶ µ7UL VXåQMD¶ µ3RS /MHãHYLü L 0DWLMD -XãNRYLü¶ and µ3LSHUL L 7DKLU-SDãD¶ VKRZ
apparent differences from the versions documented around the same time by KaradåLü KLV
DVVRFLDWHV DQG 6LPD 0LOXWLQRYLü. They contain the elements of a broader perspective that 
promotes wider Christian solidarity and cooperation in the struggle for national emancipation 
from the Turks. As indicated, the singer typically develops this broader framework in the 
opening lines in order to elevate minor local conflicts to a more general level of the struggle 
against the Turkish domination, and occasionally adopts the phraseology and outlook found in 
nontraditional songs attributed to Bishop Petar. 
The question that arises from this discussion is how to explain these differences 
EHWZHHQĈXUR0LOXWLQRYLü¶VVRQJVDQGWKHRWKHUYHUVLRQVIURPWKHUHJLRQ"7KHODWHQLQHWHHQ-
FHQWXU\K\SRWKHVLVRIWKH*HUPDQVFKRODU$VPXV6RHUHQVHQWKDWWKHVRQJVIURP0LOXWLQRYLü¶V
Pjevanija are in fact older and more archaic thaQ.DUDGåLü¶Vsongs, has been strongly rejected 
by the scholars. 542  Their objections were mostly based on the presumption that Sima 
0LOXWLQRYLü PDGH VHYHUH HGLWRULDO FKDQJHV DQG WKDW KLV FROOHFWLRQV DUH WKXV XQUHOLDEOH IRU
making such claims. 543  As previously discussed, recent scholars have re-evaluated Sima 
0LOXWLQRYLü DV D FROOHFWRU DQG GHPRQVWUDWHG WKDW KLV LQWHUYHQWLRQV ZHUH UHODWLYHO\ OLJKW
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 See: Asmus Serensen, 3ULORJLVWRULMLUD]YRMDVUSVNRJMXQDþNRJSHVQLãWYD (Beograd: Vukova zaduåELQD
p. 135 et passim. 
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 $ERXW 6RHUHQVHQ¶V K\SRWKHVLV VHH 0DULMD Kleut, µAsmus Serensen ± ]DERUDYOMHQL GRSULQRV L]XþDYDQMX
QDURGQHNQMLåHYQRVWL¶. In: Serensen, 3ULORJLVWRULMLUD]YRMDVUSVNRJMXQDþNRJSHVQLãWYD, pp. 363-/MXELQNRYLü
Pjevanija, pp. 110-15. 
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DFFRUGLQJ WR WKH VWDQGDUGV RI WKH WLPH DQG HVVHQWLDOO\ VLPLODU WR WKH RQHV WKDW .DUDGåLü
occasionally made. 544 The difference between the versions, as my discussion indicates, lies in 
WKH LGHQWLW\ RI WKH VLQJHUV 6LPD 0LOXWLQRYLü IRU H[DPSOH FROOHFWHG KLV YHUVLRQV RI µ3RS
LjeãHYLü L 0DWLMD -XãNRYLü¶ and µ3LSHUL L 7DKLU-SDãD¶ in the remote, rural settlement called 
Sretnja, from the ORFDOV1LNR.UNHOMLQ DQG0DUNR*RMNRY%MHORSDYOLü DQGHDFKRI WKHP LV
represented in Pjevanija with only one song. Their narrow repertoire and limited outlook thus 
VHHPV WR FRPSO\ ZLWK WKH SUHYLRXV VXJJHVWLRQV WKDW 6LPD 0LOXWLQRYLü RIWHQ HQFRXQWHUHG
common local singers who typically knew one or two songs about minor local events. 
Therefore, the aforementioned versions from Pjevanija are not actually older or more archaic 
LQ WKHLU IRUP WKDQ ĈXUR 0LOXWLQRYLü¶V VRQJV EXW DUH SURSHU WUDGLWLRQDO ORFDO VRQJV Dnd 
independent from literary influence. 
 
Concluding remarks 
 
7KLVFKDSWHUIRFXVHGRQIRXUVRQJVWKDW.DUDGåLüZURWHGRZQIURPĈXUR0LOXWLQRYLü
Crnogorac and published in Narodne srpske pjesme: µ3HURYLü %DWULü¶ µ7UL VXåQMD¶ µPop 
/MHãHYLüL0DWLMD-XãNRYLü¶ DQGµPiperi i Tahir-SDãD¶. It was argued that the traditional outlook 
RIWULEDOSDUWLFXODULVPDQGDQWDJRQLVPLQĈXUR0LOXWLQRYLü¶VVRQJVRFFDVLRQDOO\RYHUODSVDQG
FROOLGHVZLWK WKHVLQJHU¶VSHUVRQDOSHUVSHFWLYH WKDW IRVWHUVZLGHUXQLW\DQGVROLGDULW\DPRng 
the Christian tribes. As an educated singer, the former associate of Bishop Petar and eager 
nationalist, ĈXUR 0LOXWLQRYLü Wypically develops wider framework and ideas of Christian 
emancipation from the Turks in the opening lines to elevate insignificant local conflicts to the 
level of the national struggle. These lines often supplement the traditional plot by the 
phraseology and ideology found in the contemporary nontraditional songs attributed to Bishop 
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 6HH1HGLü5XNRSLV0LOXWLQRYLüHYH3MHYDQLMH/MXELQNRYLüPjevanija. 
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3HWDU 7KXV WKH QDUUDWLYH DERXW 9XNVDQ¶V HVFDSH Irom Skadar is refined into general 
insurrection and disobedience towards the Turks, and the conflict between Piperi and local 
pasha sublimed into triumph of Christendom over Islam. In addition, the singer occasionally 
intervenes to correct the traditional plot when it contradicts his ideas of a wider Christian and 
national solidarity and hostility towards the Turks. However, as the singer does not exclude 
the characters involved with the Turks and preserves the traditional plot, it creates 
inconsistencies and contradictions with his previously established picture of radical enmity 
EHWZHHQ WKH 7XUNV DQG WKH 6HUEV ,Q WKH VRQJV µ3HURYLü %DWULü¶ DQG µ3RS /MHãHYLü L 0DWLMD
-XãNRYLü¶ WKLV PDQLIHVWV DV LUUHFRQFLODEOH GXDOLW\ RI WKH H[WHUQDO SHUVSHFWLYH RI D EURDGer 
Christian solidarity and their hostility towards the Turks on the one hand and, on the other, the 
traditional outlook of tribal antagonism without such broad anti-Turkish sentiment. 
7RVXPPDUL]HĈXUR0LOXWLQRYLü¶V UHSHUWRLUHRIIHUVDZLGH UDQJHRI H[DPples, from 
JHQXLQHWUDGLWLRQDOVRQJµ'LMRED6HOLPRYLüD¶ WRWUDQVLWLRQDOVRQJµBoj Crnogoraca s Mahmut-
SDãRP¶ZKLFKLV based on a literary composition of Bishop Petar or some of his associates. In 
most casesKRZHYHUĈXUR0LOXWLQRYLüDGDSWHG WUDGLWLRQDOVongs that circulated as a part of 
local oral tradition, and continued to act as a traditional oral singer transmitting that tradition 
in his own turn. It is only when the traditional plot contradicted his wider national views or 
failed to explicate them that he intervened to correct and supplement it. In the aforementioned 
four songs from the collection, the singer thus transformed and reinterpreted traditional songs 
in various ways by introducing the elements of the wider political and national perspective in 
the opening lines, and by using the verses from nontraditional songs influenced by Bishop 
3HWDU IRU WKLV SXUSRVH , DUJXHG WKDW 0LOXWLQRYLü LQWURGXFHG Vuch features in these songs to 
different degrees7KHWUDGLWLRQDOSHUVSHFWLYHUHPDLQVGRPLQDQW LQµPHURYLü%DWULü¶, whereas 
µ7ULVXåQMD¶ DQGµ3RS/MHãHYLüL0DWLMD-XãNRYLü¶ revisit the traditional plot more thoroughly. 
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)LQDOO\ µPiperi i Tahir-SDãD¶ includes more of such features of nontraditional origin, which 
makes it the most systematically reinterpreted song by ĈXUR0LOXWLQRYLüin the collection. 
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Conclusion             
 
 
 
 
 
This research focused on the influence of literate culture on the Montenegrin oral epic 
VRQJV LQ 9XN 6WHIDQRYLü .DUDGåLü¶V HGLWLRQ RI Narodne srpske pjesme from 1823 to 1832. 
Published at the time of national revival among the South Slavs in the first part of the 
nineteenth century, these songs were codified as documents of Serbian oral tradition, and 
there were few attempts so far to analyse the process by which oral tradition reached textual 
form or had been represented in the collections. Recent interest in the documentation of oral 
tradition, however, has led to a fuller understanding of the process of collection and 
textualisation of oral epic, and contemporary scholars persuasively argued that the published 
collections are not simple reflection of oral tradition and that a more attentive approach to the 
entire process of textualisation and representation of oral tradition is needed. This thesis 
makes a contribution to the current research in the textualisation of oral tradition in oral 
studies by revealing a complex socio-political framework giving rise to the early-nineteenth 
century collections of South Slavonic oral songs. It provides a consistent model for the 
analysis of transitional texts based on their phraseology, style, outlook and contextual 
evidences about their documentation and singers. 
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In the Introduction, I outlined basic facts about the social and political history of the 
highlands ± a territory that stretches across the present day continental part of Montenegro, 
South-West Serbia and Herzegovina, and introduced some preliminary remarks about the 
local oral tradition, its documentation and representation in the early nineteenth-century 
collections. As indicated, in the eighteenth and the early nineteenth centuries, people of the 
highlands still had fragmented social organization, lived separated into various clans and 
tribes, and the Ottomans accepted and codified this social formation of blood-related clans of 
shepherds, united in tribes on a collectively owned and shared territory. 
The hereditary position of bishop in the region belonged to the members of the 
3HWURYLü IDPLO\ IURP WKH FODQ RI 1MHJXãL DW &HWLQMH ZKR XVHG WKHLU UHOLJLRXV DXWhority to 
initiate a process of unification of the clans and tribes. They gradually transformed the 
original clan structure into a unified state and successfully fought against both local Turks and 
armies sent by viziers and pashas from Skadar, Bosnia and Herzegovina. However, the 
persistence of local traditions, such as the unwritten law of blood vengeance in the first place, 
or clan and tribal particularities and mutual conflicts over wealth and pastures, posed a 
constant threat to the emerging centripetal forces, and often shattered or suspended the fragile 
peace. Despite the cRQVWDQW HIIRUWV E\ WKH 3HWURYLüs to eradicate blood revenge, to end old 
conflicts and antagonisms and to establish a lasting peace and unity, clan and tribal wars and 
occasional cooperation with the Turks continued throughout the first half of the nineteenth 
century. 
Following previous scholarship, I distinguished two groups of Montenegrin songs; one 
describes minor local incidents like personal duels, cattle raiding and revenge for the death of 
brother, relative or friend, or small-scale conflicts between the local clans and tribes, and 
displays typical features such as tribal identification, political particularism and ambiguous 
relations between the local Christians. The second group describes large-scale conflicts from 
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the eighteenth and nineteenth centuries between the Turkish armies led by viziers and pashas 
from Skadar, Bosnia and Herzegovina against coalitions of Montenegrin tribes. These battles 
involved large numbers of men in regular military formations and had greater and more 
enduring consequences for the political status of the region. Unlike the predominantly short 
chronicle songs about minor local incidents, these songs sometimes contain more elaborate 
views about the contemporary historical and political context or international relations and 
power-structure in the region. They also foster tribal unity and cohesion under the 3HWURYLüV¶ 
leadership, suggesting that all Christian tribes should fight united against the Turks as their 
common enemies. 
This study examined the influence of literate culture on the earliest representation of 
RUDOHSLF IURP0RQWHQHJUR&ROOHFWHGDW WKH WLPHRI UXOHRI%LVKRS3HWDU3HWURYLü1MHJRã ,
(1782-1830), Montenegrin songs were first included LQ.DUDGåLü¶V WKLUG and fourth book of 
Narodne srpske pjesme published in 1823 and 1833 respectively. Together with other songs 
WKDWKHFROOHFWHG.DUDGåLüSXEOLVKHGWKHPDVRUDOIRONHSLFVRQJVFRPSRVHGE\DQGFollected 
from common people and traditional singers. In his later edition of Montenegrin songs in 
 KRZHYHU .DUDGåLü H[SUHVVHG KLV EHOLHI WKDW WKH WZR VRQJV DERXW WKH  EDWWOHV
against Mehmet Pasha from Skadar were not originally traditional oral songs, but composed 
by the Bishop himself.545  During the second half of the twentieth century, a number of 
scholars argued that Bishop Petar composed and promoted epic songs about this event 
himself, but expressed different views about the oral traditional character of the two songs 
from KDUDGåLü¶V collection.546 
As I argued, previous scholars noticed certain features unusual for traditional oral 
songs in these texts, but described them in rather ambiguous terms and did not offer a detailed 
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 .DUDGåLüSrpske narodne pjesme IV, p. 66. 
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 %DQDãHYLü Pesme o najstarijoj, pp. 275-299; Ĉukiü Pjesme Petra I Petroviüa Njegoãa; 1HGLü Rukopis 
0LOXWLQRYLüHYH3MHYDQije; =XNRYLü9XNRYLSHYDþL L]&UQH*RUH; Medenica, NaãDQDURGQHHSLND LQMHQL WYRUFL; 
/MXELQNRYLüPjevanija. 
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and precise analysis of their traditional and literary features .DUDGåLü KLPVHOI VHHPHG
uncertain how to describe the two songs about the 1796 battles. On the one hand, he 
acknowledged that they somehow differ from traditional oral songs and expressed his belief 
that they were originally composed by the Bishop. On the other hand, he also claimed that 
they were adapted by oral tradition to some extent and alike other oral songs in the collection. 
Radosav Medenica complied with other scholars that the Bishop composed the songs about 
this event, but claimed that the two VRQJVIURP.DUDGåLü¶VFROOHFWLRQDUHJHQXLQHRUDOVRQJV
DQGWKDWWKHLQIOXHQFHRIWKH%LVKRS¶VVRQJVDQGOLWHUDU\VW\OHRQWKHPLVLQVLJQLILFDQW1LNROD
%DQDãHYLü DQG /MXERPLU =XNRYLü LQ GLVWLQFWLRQ HPSKDVL]HG WKHLU OLWHUDU\ RULJLQ DQG WKH
%LVKRS¶VLPSDFWRQWKHVLQJHUĈXUR0LOXWLQRYLüEXWXVHGDPELJXRXVWHUPVVXFKDVµSHVQLþNL
SURL]YRGLYODGLNH3HWUD¶DQGµHSVNHSHVPHSRXJOHGXQDQDURGQH¶ZLWKRXWSURYLGLQJa precise 
disitinction between their oral and literary characteristics or firm evidence of their literary 
RULJLQ 7KH IDFW WKDW .DUDGåLü ZURWH GRZQ WKH VRQJ µ%RM &UQRJRUDFD V 0DKPXW-SDãRP¶ DV
well as five other Montenegrin songs in the collection from the literate and educated singer 
ĈXUR0LOXWLQRYLü&UQRJRUDFDWWUDFWHGIDUOHVVDWWHQWLRQLQSUHYLRXVVFKRODUVKLS=XNRYLüZDV
WKH RQO\ RQH WR DQDO\VH KLV VRQJV LQ GHWDLO DUJXLQJ WKDW 0LOXWLQRYLü¶V UHSHUWRLUH PRVWO\
comprised local oral songs and that the singer generally did not alter the traditional plot and 
style.547 
This study analysed in detail these impacts of literacy, educated culture and Bishop 
3HWDU LQ SDUWLFXODU RQ WKH FRUSXV RI 0RQWHQHJULQ VRQJV SXEOLVKHG LQ .DUDGåLü¶V Narodne 
srpske pjesme, and offered a more detailed analysis of their traditional and literary 
characteristics and their generic features on the overall level. I elaborated further on the 
questions concerning the literary origin of the two songs from the collection, the generic 
status of these and other songs collected from the literate singers, and discussed in detail the 
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 =XNRYLü9XNRYLSHYDþL iz Crne Gore, p. 121, 143. 
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differences between oral traditional songs and those that display nontraditional features and 
literary influence. 
Approaching these issues, in the first chapter I pinpointed distinctive features of oral 
traditional songs. I adopted basic concepts of Parry-Lord oraOWKHRU\DVZHOODV$OEHUW/RUG¶V
later analysis of transitional and nontraditional texts. In the first instance, it was indicated that 
the fundamental characteristic of oral song is its performative character, and that the patterns 
of oral composition and distribution are essentially different from those of written literature. 
Consequently, it was argued that it is impossible simply to copy an oral tradition in textual 
form and that its documentation always involves elements of selection, representation and 
editing. Nevertheless, I submitted that, when accurately documented, transcribed and edited, 
published collections of oral songs are illustrative of a given oral tradition and enable its 
scholarly analysis. This was followed by a survey of the editorial SURFHGXUHVRI.DUDGåLüDQG
his contemporaries, which demonstrated that they usually made a significant contribution to 
WKHLUFROOHFWLRQVE\DGDSWLQJDQGµFRUUHFWLQJ¶WKHWUDGLWLRQDOFRQWHQW+RZHYHU ,DUJXHGWKDW
HYHQWKRXJK.DUDGåLü¶VPHWKRGVRIFROOHFWing and publishing folk songs were not exceptional 
in this respect, he had comparatively rigorous scholarly methods and generally edited texts 
OHVVREWUXVLYHO\WKDQPDQ\RIKLVFRQWHPSRUDULHV7KXV,DVVXPHGWKDW.DUDGåLü¶VFROOHFWLRQV
in general can be taken for an investigation of the early nineteenth century oral tradition and 
traditional outlook and style. 
,Q WKH VHFRQG SDUW RI WKH FKDSWHU 3DUU\¶V DQG /RUG¶V YLHZV ZHUH VXSSOHPHQWHG E\
/RUG¶V DQG )ROH\¶V PRUH UHFHQW DQDO\VHV RI 6RXWK 6ODYRQLF RUDO WUDGition and its 
documentation and textual representation. As they argued, a number of South Slavonic songs 
published as oral folk songs contain various nontraditional elements. Although Lord and 
Foley did not offer a systematic account or classification of such songs, they nevertheless 
examined a variety of South Slavonic texts and identified some distinctive cases and groups. 
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Such songs were typically collected from the literate and educated persons who adopted 
literary style and nontraditional outlook. They thus exhibit features like consistent rhyme, 
complex phraseology and lexis, or contain a thorough knowledge of the international relations 
and foster ideas and views unusual for traditional songs. Another exemplary group of such 
songs were those written down from genuine oral singers, but influenced by collectors or 
previously published collections to such an extent that they can only be perceived as 
imitations of oral traditional songs. Finally, certain songs included in the collections have a 
recognizable literary origin and were composed by literate poets inspired by oral tradition. 
By supplementing their analyses with several other exemplary cases of merging 
between the worlds of orality and literature in South Slavonic context, I advocated for a more 
systematic differentiation of the actual level of traditionality in South Slavonic songs. I 
suggested that the collections of South Slavonic oral songs offer a continuum of published 
texts with various degree of oral traditionality, and distinguished several basic categories. The 
texts that show no influence of literacy and printed collections, and were accurately written 
down or recorded from traditional oral singers, I considered to be genuinely oral traditional 
and fully illustrative of a particular oral tradition. In distinction, the poems composed by 
literate, professional poets raised outside oral traditional culture and later inspired by oral 
tradition, I classified as essentially literary texts. Finally, I discussed different forms of merger 
between oral and written culture and examined several ways in which literary elements and 
ideas can be introduced in oral songs. 
$IWHURULJLQDOµVWURQJWKHVLV¶WKDWRUDODQGOLWHUDU\PRGHVDUHPXWXDOO\H[FOXVLYHRUDO
theory relatively soon acknowledged that there is no great divide separating oral and written 
literature, and that interchange and merger between the two spheres are quite common.548 
Still, while periods of transition from oral to literary culture and transitional figures that 
                                                 
548
 See: Foley, The Theory of Oral Composition, pp. 16-18. Also: Finnegan , Oral Poetry. 
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passed from oral to literary culture have readily been acknowledged, little has been done to 
actually identify the distinctive features of transitional texts, and theoretical contributions to 
this issue remained limited to South Slavonic, Medieval European and Homeric epic. South 
Slavonic oral tradition proved to be particularly valuable for such consideration: being 
textualized relatively recently, it contains information about its singers, contributors and 
editors, and thus provides solid evidence of how, by whom and in which circumstances the 
transitional texts originated. In several articles written during the 1980s, Lord thus adopted the 
category of transitional texts to denote a group of South Slavonic texts written by literate 
authors raised in the traditional oral milieu. By rHYLVLWLQJ/RUG¶VDQDO\VHVDQG6RXWK6ODYonic 
oral and written tradition, this study described transitional texts as a distinctive generic form 
involving two principal modes of enunciation ± literary notion of fixed textuality and oral 
performative principle of composition in performance in traditional oral-formulaic language. 
It was argued that transitional texts emerged in two principal ways, either by 
introducing literary characteristics in oral traditional content, or by appropriating original 
literary characteristics to oral performative manner and style. In the first case, they were 
composed by literate authors well versed in traditional style and technique. Such transitional 
texts are, for example, certain songs published by poets raised in traditional milieu like Petar 
3HWURYLü 1MHJRã DQG $QGULMD .DþLü 0LRãLü HYHQ WKRXJK WKHVH ZRUNV ZHUH SXEOLVKHG E\
educated writers, they stem from local tradition and retain oral traditional features. Secondly, 
I considered as transitional those texts from South Slavonic collections that appear to combine 
the notion of fixed textuality and exact reproduction with oral-formulaic style and 
performative features. Such texts were documented when singers performed orally previously 
published text or a nontraditional text composed in the manner of oral song. It was indicated 
that oral singers can respond to published songs in various ways. If they show appreciation to 
WKHLUµDXWKRU¶DQGWU\WRUHSURGXFHLWDFFXUDWHO\ZHDUHDOUHDG\RQWKHWHUUDLQRIWKHZRUOGRI
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literature. However, insofar as they remain traditional singers, their performance will involve 
elements of oral singing ± that is, they are likely to adapt some of the literary features such as 
a statement of date, parallel rhyme, unusual phraseology and outlook, or they can well 
improvise certain elements instead of copying them directly. If the result of their performance 
shows such an appropriation of literary features in oral traditional manner and style, it is best 
described as a transitional text. 
The analysis showed that, rather than with fixed categories like literary text/oral 
traditional song, we are actually dealing with a continuum of published texts with various 
degree of oral traditionality ± from those meticulously recorded from traditional oral singers 
unaffected by literacy and printed collections at one end, to the poems received from literate 
poets inspired by oral tradition at the other. In order to avoid, as Lord said, generalities about 
oral tradition following from the uncritical usage of doctored texts constructed outside that 
tradition, various factors that determine the overall level of traditionality were examined. 
Following the examples and instructions of Parry, Lord and Foley, I have taken into 
consideration the overall level of formulaicity in the songs, their outlook and style, the 
circumstances and conditions of their textualisation or recording, as well as the life history of 
the singer and the role of literacy in his or her culture. It was argued that .DUDGåLü¶V DQG
other nineteenth century South Slavonic collections of folk songs usually contain data about 
the singers, contributors, editors and collectors; such information are not quite 
comprehensive, but they nevertheless contain some background information about the date 
and place of collection, all of which enables us to determine and exemplify their literary and 
nontraditional characteristics. I therefore offered synthetic model for the analysis of 
transitional texts and literary elements in South Slavonic oral songs, based on the textual 
analysis of the phraseology and style, and supplemented by the discussion of their outlook 
and contextual evidences about their documentation and singers. 
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In accordance with the aforementioned classification, Montenegrin songs from 
.DUDGåLü¶V Narodne srpske pjesme were divided into genuine oral traditional songs, 
transitional texts and texts with nontraditional elements. The two earliest documented songs, 
7HãDQ 3RGUXJRYLü¶V µ3RS &UQRJRUDF L 9XN .RSULYLFD¶ DQG 6WHIDQ .DUDGåLü¶V µâHKRYLü
2VPDQ¶, written GRZQE\.DUDGåLüLQZHUHWDNHQDVWKHVWDUWLQJSRLQWRIWKHDQDO\VLV,W
was argued that the two songs fully qualify as oral traditional songs. They were collected 
from illiterate singers, and both displayed traditional formulas and phraseology and the 
scarcity of rhymed couplets. With regard to their outlook and overall perspective, the essential 
characteristics of the two songs were described as tribal antagonism and particularism, 
ambiguous relations among the local Christians and their occasional affiliation with the 
neighbouring Turks. In the second part of the chapter, I identified as traditional songs µ%RM
0RUDþDQDV7XUFLPD¶ and µ2SHW0RUDþDQLV7XUFLPD¶SXEOLVKHGLQLQ.DUDGåLü¶VIRXUWK
volume of Narodne srpske pjesme, by analysing their style, outlook and available data about 
their singers. In addition, I argued that the tribal perspective and local-patriotism as common 
characteristics of Montenegrin epics are the dominant views expressed in the two songs. 
This was followed by the analyVLVRI µ'LMRED6HOLPRYLüD¶DVDQRWKHURUDO WUDGLWLRQDO
song in the collection with ambiguous relations among the local Christians and Muslims. It 
ZDV DUJXHG WKDW HYHQ WKRXJK LW KDV EHHQ ZULWWHQ GRZQ IURP D OLWHUDWH VLQJHU ĈXUR
0LOXWLQRYLü LW shows the same traditional features found in the two aforementioned songs, 
such as oral-formulaic character, traditional phraseology, local perspective and ambiguous 
ethnic relations between local Christians and Muslims. In accordance with the previous 
discussion of South Slavonic oral tradition, I claimed that the singer in this case did not alter 
traditional content and style and performed it as any traditional singer would, and that this 
song is therefore fully representative of local oral tradition of the time. 
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In WKH QH[W LQVWDQFH , DQDO\VHG µ%RM 0RUDþDQD V 7XUFLPD¶ DQG µ2SHW 0RUDþDQL V
7XUFLPD¶ DQG FRPSDUHG WKHPZLWK µ%RMQD0RUDþL¶ZKLFK LV DQRWKHU VRQJDERXW WKH VDPH
HYHQWGRFXPHQWHGLQWKHILUVWKDOIRIWKHQLQHWHHQWKFHQWXU\DQGSXEOLVKHGE\.DUDGåLü7KH
comparison illustrated the differences in outlook and style between the two oral traditional 
songs and the version apparently composed under the influence of Cetinje as the political 
centre of the emerging Montenegrin state. This analysis thus enabled us to contrast a local 
WULEDO YLHZ RI WKLV HYHQW H[SUHVVHG LQ WKH WZR WUDGLWLRQDO VRQJV WR µ%RM QD 0RUDþL¶ WKDW
promotes a wider tribal association under the political leadership of Bishop Petar and national 
solidarity among the local Christians in their struggle against the Turks. 
In the third chapter, the two songs about large-scale battles against the Turkish armies 
fought in 1796 attributed to Bishop Petar were analysed and identified as transitional texts. On 
the one hand, stylistic analysis showed the abundance of literary elements, which suggests 
that the songs were originally written compositions. These songs, on the other hand, 
DSSDUHQWO\ H[LVWHG LQ RUDO IRUP DV ZHOO .DUDGåLü ZURWH WKHP GRZQ GLUHFWO\ IURP WKH RUDO
performances of the Montenegrin singers. In addition, stylistic analysis showed that they 
contain more oral traditional characteristics from the similar songs about these events 
SXEOLVKHG LQ 6LPD 0LOXWLQRYLü¶V Pjevanija DQG 1MHJRã¶V Ogledalo srbsko. Finally, the 
discussion of these various versions indicated that the songs about 1796 battles were probably 
repeatedly textualised and orally performed in the first decades of the nineteenth century, and 
that hence all documented versions to some degree display both literary and oral features. The 
anDO\VLV WKXVVKRZHGWKDW WKHWZRVRQJVIURP.DUDGåLü¶VFROOHFWLRQFRQWDLQPRUHWUDGLWLRQDO
characteristics and are proper transitional texts, that is, the distinctive combination of oral 
traditional and literary elements. 
In the next section, various scholarly arguments about the actual traditionality of the 
WZR VRQJV IURP .DUDGåLü¶V FROOHFWLRQ ZHUH H[DPLQHG (YHQ WKRXJK .DUDGåLü H[SUHVVHG KLV
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belief that Bishop Petar was their original author, he further suggested that, despite their likely 
nontraditional origin, the songs were partially adapted, transmitted and transformed by the 
oral tradition, which therefore justifies their inclusion in the collections of folk songs.549 As 
GLVFXVVHG .DUDGåLü¶V UHPDUNV OHG 5DGRVDY 0HGHQLFD WR FRQFOXGH WKDW WKHVH VRQJV ZHUH 
JHQXLQHIRONVRQJVZKHUHDV/MXERPLU=XNRYLüDQG1LNROD%DQDãHYLüH[SUHVVHGVRPHGRXEWV
over their folk origin.550 In accordance with the previous stylistic analysis, I argued that the 
WZRVRQJVIURP.DUDGåLü¶VFROOHFWLRQZHUHQRUZLGHO\SHUIRUPHGDPRQJORFal singers at the 
time nor adapted in oral-traditional manner to such an extent that they should be considered 
traditional songs. They still contain a number of nontraditional features, such as relatively 
frequent rhyming or unusual perspective and phraseology, and the correspondences between 
GLIIHUHQWYHUVLRQVJREH\RQGDQ\ W\SRORJLFDO OHYHORI VLPLODULW\ ,QDFFRUGDQFHZLWK3DUU\¶V
DQG /RUG¶V UHPLQGHU WKDW µwhat is important is not the oral presentation but rather the 
FRPSRVLWLRQGXULQJSHUIRUPDQFH¶551 it was argued that this fixed form of the songs about the 
 EDWWOHV IURP .DUDGåLü¶V FROOHFWLRQ LV DQRWKHU OLWHUDU\ IHDWXUH In other words, even 
though .DUDGåLü¶VVLQJHUVSHUIRUPHGWKHVHVRQJVRUDOO\WKH\DSSDUHQWO\WUHDWHGWKHPDVIL[HG
texts, tried to memorize them word-for-word and to reproduce them accurately, all of which 
are nontraditional characteristics. 
7KH VHFRQG SDUW RI WKH FKDSWHU H[DPLQHG WKH TXHVWLRQ RI %LVKRS 3HWDU¶V DXWKRUVKLS
over these and other similar Montenegrin songs collected at the time. I argued, firstly, that the 
songs promoting the role of %LVKRS 3HWDU DQG RWKHU 3HWURYLüs in the Montenegrin struggle 
against the Turks were certainly composed in and promoted from Cetinje during Bishop 
3HWDU¶V UXOH6HFRQGO\ WKDW WKHUHDUHVWURQJDUguments supporting the claim that the Bishop 
composed such songs himself but, since he did not publish them under his name and no 
                                                 
549
 KaraGåLüSrpske narodne pjesme IV, p. 66. 
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 Radosav Medenica, NaãDQDURGQHHSLND, p. 110; Zukoviü, PogovorS%DQDãHYLüPesme o najstarijoj, 
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autographs of his exist, this attribution remains to some extent a matter of speculation. 
Finally, it was argued that contextual evidence comply with the textual analysis and indicate 
that the two songs about 1796 battles were nontraditional songs composed at Cetinje by the 
Bishop himself or some of his associates, and further distributed among the relatively narrow 
circle of Bishop¶VIROORZHUV. 
In the final instance, the overall comparison of all the documented versions with the 
literary epic 3MHVQ &UQRJRUVND SREMHGD QDG VNDGDUVNLP SDãRP 0DKPXWRP %XãDWOLMRP, 
published in 1803, showed alternative version of events from 1796 from the one promoted by 
WKH%LVKRSDQGFROOHFWHGE\.DUDGåLüDQGKLVFRQWHPSRUDULHV7KHRYHUDOOFRPSDULVRQRIDOO
the songs about this event documented at the time thus additionally suggests that the songs 
from these collections were influenced by the Bishop and promoted by his followers in the 
first years of the nineteenth century already. 
The last chapter focused on four VRQJV WKDW .DUDGåLü ZURWH GRZQ IURP ĈXUR
0LOXWLQRYLü &UQRJRUDF DQG SXEOLVKHG LQ Narodne srpske pjesme: µ3HURYLü %DWULü¶ µTri 
VXåQMD¶ µPop /MHãHYLü L 0DWLMD -XãNRYLü¶ DQG µPiperi i Tahir-SDãD¶ $V LQGLFDWHG ĈXUR
0LOXWLQRYLüZDVOLWHUDWHIRUPDOO\HGXFDWHGVLQJHUDQG%LVKRS3HWDU¶VDVVRFLDWHDQGKLVVRQJV
show these influences of literacy and educated culture. I followed the intersection of the tribal 
and local outlook as a typical feature of the local oral tradition, with a broader perspective 
promoting tribal unity and cooperation in the struggle against the Turks in his songs. It was 
DUJXHG WKDW WKH PDMRULW\ RI 0LOXWLQRYLü¶V VRQJV FRPELQH the traditional outlook of tribal 
antagonism and particularism with the nontraditional views that promote national unity, 
solidarity and cooperation in the struggle for the national emancipation and liberation from 
the Turks. I suggested further that these elements of a broader perspective are external to oral 
tradition, and that the singer had adopted them outside the local tradition during his education 
and under the influence of Bishop Petar. 
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With regard to their FRQWHQW ĈXUR 0LOXWLQRYLü¶V VRQJV SXEOLVKHG LQ .DUDGåLü¶V
Narodne srpske pjesme offer a full scale of possible socio-political relations, from the 
affiliation with the Turks and overt antagonism between the Christian tribes, to the sublime 
poetic vision of national unification and liberation from the Turks as general political 
enemies. His repertoire therefore provides a wide range of examples, from genuine traditional 
song µ'LMRED 6HOLPRYLüD¶ to WUDQVLWLRQDO VRQJ µBoj Crnogoraca s Mahmut-SDãRP¶. In most 
cases KRZHYHU ĈXUR 0LOXWLQRYLü¶V VRQJV were orally performed traditional songs that had 
circulated as a part of local oral tradition, and in this respect he continues to act as a 
traditional oral singer transmitting that tradition in his own turn. However, when a traditional 
plot contradicts his broader views of national solidarity, the singer intervenes to correct and 
supplement it. He does so by using the verses that were not part of traditional plot and are 
found in other contemporary songs, in particular those influenced by Bishop Petar and his 
associates. It was argued in this thesis that these songs contain distinctive phraseology and 
reinterpret the traditional plot in various ways. The traditional perspective remains dominant 
in µ3HURYLü %DWULü¶, while µ7UL VXåQMD¶ and µ3RS /MHãHYLü L 0DWLMD -XãNRYLü¶ revisit the 
traditional SORW PRUH WKRURXJKO\ )LQDOO\ µPiperi i Tahir-SDãD¶ includes more of such 
nontraditional elements, which makes it the most systematically reinterpreted song by ĈXUR
0LOXWLQRYLü in the collection. As indicated, such distinctive phraseology and outlook is absent 
from other versions and essentially nontraditional and external to local oral tradition. 
On the whole, .DUDGåLü¶V VHFRQG HGLWLRQ RI Narodne srpske pjesme represented 
Montenegrin oral epic tradition only fragmentarily and indirectly. At the time, .DUDGåLüdid 
not travel to Montenegro nor did he have associates from the area. Therefore, he had a rather 
limited insight into the oral tradition of this region. This was reflected in the relatively modest 
number of songs about the events from Montenegro ± six in the third book, and five in the 
fourth. In addition, he was limited to the singers who resided outside that tradition. As it 
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appears, only two out of a total of eleven songs were written down from singers who at the 
time of documentation still inhabited the Montenegrin area. Thus, the only direct 
representatives of contemporary RUDO WUDGLWLRQZHUH)LOLS%RãNRYLü%MHORSDYOLüDQG0LORYDQ
0XãLNLQ3LSHUZKRVHVRQJVDERXWWKHEDWWOHRI0RUDþDZHUHGRFXPHQWHG two years after the 
event described in the songs took place. At the time of documentation, all other singers had 
resided outside the context of local tradition for a substantial period of time; .DUDGåLü¶VIDWKHU
Stefan came to Serbia as a child 7HãDQ 3RGUXJRYLü VHWWOHG WKHUH LQ  DQG ĈXUR
0LOXWLQRYLüLQZKLOHWKHLGHQWLW\RIDQXQQDPHG0RQWHQHJULQUHPDLQVXQFHUWDLQ 
This study also draws some inferences about the Montenegrin oral tradition in general. 
Several typical regional characteristics of this oral tradition can be identified. The majority of 
songs describe small-scale conflicts without wider importance and broader consequences for 
the political status of the region. Among them, two songs collected among the Serbian 
refugees in Srem in 1815, µPop Crnogorac i Vuk Koprivica¶ DQG µâHKRYLü 2VPDQ¶ display 
certain similarities. Both represent the oral tradition from Herzegovina, with recognizable 
features such as hostility between the Herzegovinian and Montenegrin tribes or the 
Herzegovinians¶ affiliation with the Turks. Hence, the Turks are completely absent from the 
song µPop Crnogorac i Vuk Koprivica¶6LPLODUO\their portrayal in µâHKRYLü2VPDQ¶ is more 
sympathetic than hostile with particular esteem reserved for the main hero Osman. The latter 
also evinces the influence of the Muslim oral tradition and the Muslim heroic model. The ties 
between the characters are predominantly local and tribal, without a broader perspective to 
indicate Christian bonds on a higher level of religious or national solidarity. The two songs 
that KaradåLüZURWHGRZQIURPĈXUR0LOXWLQRYLüµ3HURYLü%DWULü¶ and µ3RS/MHãHYLüL0DWLMD
-XãNRYLü¶ also display these hallmark features of the Herzegovinian songs. Similar 
FKDUDFWHULVWLFV DUH IRXQG LQ ĈXUR 0LOXWLQRYLü¶V µ'LMRED 6HOLPRYLüD¶, the only song in the 
collection with a narrow focus on the terrain of Rijeka near the lake Skadar. µDijoba 
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6HOLPRYLüD¶ describes the arbitrage of Christians in a local dispute between two Muslim 
brothers. Despite the fact that the arbitrage ends with a Muslim killing a Christian, there are 
no indications that this legislative mediation and cooperation was unusual or aberrant. 
The tribal perspective and local identification also dominate the two short chronicle 
VRQJVDERXWWKHEDWWOHRI0RUDþD, which represHQWWKHHSLFWUDGLWLRQRIWKH%UÿDQL. Further to 
their anti-Turkish orientation, both singers represent the triumph as the exclusive achievement 
RIWKH%UÿDQLIRUFHVDQGFHOHEUDWHWKHvictorious thrust of their fellow tribesmen. Despite the 
comparatively large magnitude of the battle, the singers show no awareness of its wider 
implications and importance. There is no mention of the participation of Montenegrin forces 
in the battle nor for that matter of Bishop Petar¶V  role in its successful outcome. 
ĈXUR 0LOXWLQRYLü¶V VRQJV µ7UL VXåQMD¶ and µPiperi i Tahir-SDãD¶ also represent this 
local tribal tradition of the Brÿani, but in addition contain elements of a broader perspective of 
&KULVWLDQ VROLGDULW\ WKH SKUDVHRORJ\ DGRSWHG IURP %LVKRS 3HWDU¶V VRQJV DV ZHOl as certain 
geographic inaccuracies. Admittedly, such interferences make these songs less representative 
for the investigation of local oral traditional characteristics from the two songs about the 
EDWWOHRI0RUDþDWKDW.DUDGåLüZURWHGRZQIURPWKHORFDOV two years after the event. 
This research confirms the importance of the specifics of time and place at which a 
song is collected. In 1815, in Srem, KaradåLüZURWHGRZQVRPHVRQJVIURPKLVIDWKHU6WHIDQ
.DUDGåLüDQG7HãDQ3RGUXJRYLüERWKRIZKRPZHUHLOOLterate common people originally from 
Herzegovina who showed up in Srem as refugees after the First Serbian Uprising. Their songs 
typically manifested the tribal and local outlook, ambiguous relations between the local 
Christians and Muslims, and showed implicit or even explicit hostility towards the 
Montenegrins. However, other Montenegrin songs in the collection, documented at Prince 
0LORã¶VFRXUWLQ.UDJXMHYDFRULQ%HOJUDGHRIIHUHGDGLIIHUHQWSLFWXUHRIORFDORUDOWUDGLWLRQ
Their singers show greater interest in the major contemporary battles, develop a larger 
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historical and sometimes international framework of the events they describe, and praise 
Bishop Petar for his efforts and achievements in opposing the Turks. Unlike the destitute 
Serbian refugees who fled across the rivers Sava and Danube after the collapse of the 
8SULVLQJ WKH 0RQWHQHJULQ VLQJHUV ZKR VWD\HG DW 3ULQFH 0LORã¶V FRXUW SUHVHQWHG .DUDGåLü
ZLWKDZKROO\GLIIHUHQWYLVDJHĈXUR0LOXWLQRYLü WKHPRVWSURPLQHQWVRXUFHRI0RQWHQJULQ
songs in the collection, was in Prince Miloã¶V VHUYLFH DQGFDPH WR6HUELD IRU DGLSORPDWLF
mission at the behest of Bishop Petar. In addition, the unnamed Montenegrin could perhaps be 
LGHQWLILHGDVGHDFRQ/LþLQLüDQRWKHUOLWHUDWHDQGSROLWLFDOO\DFWLYHILJXUHZKo came to Prince 
0LORã¶V FRXUWGLUHFWO\ IURP%LVKRS3HWDU¶V VHUYLFH. As it appears, WKH VLQJHUV WKDW .DUDGåLü
had met in 1815 had a different repertoire from the Montenegrins that he later found on Prince 
0LORã¶V FRXUW during the 1820s. While the first still foster the songs about minor local 
FRQIOLFWVZLWKDPELJXRXVHWKQLFDQGUHOLJLRXVUHODWLRQVWKHVHFRQGDGRSW%LVKRS3HWDU¶VVRQJV
and views, emphasize the wider context of the events and opt for national liberation and 
unification. 
The study showed that the majority of Montenegrin songs from this collection testify 
to a strong influence of literate culture. Of eleven Montenegrin songs from .DUDGåLü¶VVHFRQG
and fourth book of Narodne srpske pjesme, two songs about the battles against Mehmet Pasha 
are of literary origin, and four others are influenced by literate culture and display distinctive 
outlook and phraseology typical of an educated singer. These songs thus occupy the largest 
SDUWRIWKH0RQWHQHJULQVHFWLRQLQ.DUDGåLü¶VVHFRQGHGLWLRQRINarodne srpske pjesme ± two 
out of eleven Montenegrin songs in the collection are proper transitional texts, and four others 
show nontraditional elements. As suggested, such phraseology and the broader perspective 
SURPRWLQJWULEDOXQLILFDWLRQXQGHU%LVKRS3HWDU¶VOeadership are by and large the input of the 
political leaders and particular singers close to them. They were invested in Narodne srpske 
pjesme during the process of the literary fixation of the oral tradition in the first half of the 
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nineteenth century and they are to be distinguished from traditional local songs promoting 
tribal particularism and antagonism. This study thus sheds light on the impact of literacy, 
educated authors and singers close to political leadership in the early stages of the literary 
documentation and representation of Montenegrin oral tradition. Furthermore, it provides a 
more precise differentiation between traditional and transitional South Slavonic texts and 
contributes to the discussion of transitional texts in oral studies by offering consistent model 
for their analysis. As I argued, only when stylistic and textual analysis is supplemented by 
generic and contextual information, the proper distinction between oral and literary, 
traditional and nontraditional features can be made. South Slavonic oral tradition proved to be 
of particular value for such consideration. Unlike Homeric or Medieval European epic, it has 
been textualized relatively recently, and thus provides more information about its singers, 
contributors and editors. 
For this reason, I anticipate that a wider field of oral studies could benefit from the 
argument presented in this study. Namely, throughout the twentieth century, South Slavonic 
oral tradition remained pivotal to the key theoretical approaches in the field of oral studies and 
epic poetics, such as those about heroic epic by the Chadwicks and Bowra,552 the Parry-Lord 
theory of oral composition or later discussions of transitional and nontraditional texts by Lord 
and Foley. Furthermore, the recently spurred interest in a number of previously neglected oral 
epic traditions, such as those of Central Asia, former Soviet Union and Africa, has not 
GLVSODFHG 6RXWK 6ODYRQLF RUDO WUDGLWLRQ IURP LWV SULYLOHJHG SRVLWLRQ LQ WKH VFKRODUV¶ WKH
discussions of oral and epic features. In the words of renowned contemporary scholars, it is 
one of the best, if not the best, documented oral tradition worldwide,553 DQGWKHRQHWKDWµVWLOO
                                                 
552
 6HHµ7KH%DWWOHRI.RVRYRLQ6HUYLDQ3RHWU\¶LQ0XQUo Chadwick, The Heroic Age (Cambridge: Cambridge 
University Press, 1912) , pp. 313-$OVRµ<XJRVODY3RHWU\¶LQ0XQUR&KDGZLFNDQG1.HUVKDZ&KDGZLFN
The Growth of Literature, 3 vols (Cambridge: Cambridge University Press, 1932-1940), II, pp. 299-456; Bowra, 
Cecil Maurice, Heroic Poetry, London: Macmillan, 1952. 
553
 David E. Bynum, µThe Collection and Analysis of Oral Epic Tradition in South Slavic: An Instance¶LQ Oral 
Tradition, 1/2 (1986), p. 304. 
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VHUYHVDVWKHEHVWFRPSDUDQGDWR+RPHULFHSLF¶554 Thus, any new insights and contributions 
to the South Slavonic oral tradition will bear on the wider field of oral studies.  
In that respect, this study contributes to the current trends and debates regarding the 
entire process of textualisation and representation of oral tradition, and of various political 
and ideological forces involved in its production and distribution. It examines a complex 
socio-political framework giving rise to the early-nineteenth century collections of South 
Slavonic oral songs, in particular the textualisation of Montenegrin oral tradition and the 
impact of literacy, educated authors and singers close to political leadership in this process. It 
thus calls for a proper consideration of the personal contribution of particular singers, 
collectors and editors, their mutual relations and their dependence on the contemporary 
political constellation and leadership. It shows the need for the cultural and historical 
contextualisation of the process of documentation and representation of the oral tradition, and 
highlights various factors involved in it. Accordingly, this research contributes to the 
discussion of transitional texts in oral studies by offering a consistent model for their analysis, 
based on the combination of textual analysis and genetic criterion. It indicates that transitional 
texts in South Slavonic tradition became more prominent with the increasing influence of 
literacy and published collections in the second half of the nineteenth and throughout 
twentieth century. In this respect, the borderline zone of transitional texts examined here 
might provide leverage for comparative studies in other traditions influenced by literacy and 
perhaps shed some light on epics and collections published without the data about their 
collectors, singers, written or other influences. Moreover, analogous examples are not limited 
to medieval European epic, and there is growing comparative evidence of the interchange 
between literacy and orality in contemporary oral traditions. A consistent model of 
transitional text is thus required to clarify if such mergers should be conceived as a hybrid 
                                                 
554
 Richard Martin, The Language of Heroes: Speech and Performance in the 'Iliad' (Ithaca: Cornel University 
Press, 1989), p. 150. Also: Nagy, Epic as Genre, p. 24. 
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genre emerging only in particular oral traditions influenced by literacy, or our generic dyad 
oral song/literary text requires modification into triad to include transitional texts and their 
many facets. 
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